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EDITORIAL 


Post Cold War Era 


John Hess, Chuck Kleinhans and Julia Lesage 


The last week April, 1992, provided one those histori- 
cal divides that easily marks cultural patterns. The Cosby 
Show ended its successful run television and, following 
the acquittal four the police officers who beat Rodney 
King, the rebellion Los Angeles began. media events 
the two moments marked massive contradiction U.S. life 
the 1990s. Black sidekick popular spy show 
the past, family- and kids-oriented standup comedian, 
pitch man for Jell-O, and sitcom dad, Bill Cosby repre- 
sented the kind African American male that white America 
could accept into And, Michael Budd and 
Clay Steinman argue their analysis The Cosby Show 
this issue, Cosby served unwit- 
tingly promote some key 
myths the Reagan-Bush era. 
According this “new ra- 
cism,” race wasn’t problem 


After Cosby/After the L.A. Rebellion: 
The Politics Transnational Culture the 


THE SOCIETY FOR CINEMA STUDIES 
RESOLUTION 


monic Convergence" (no 34, 1989) and Hysteria" 
(no. 36, 1991)--each available for $4.00.] closer inspec- 
tion the SCS resolution, though, there’s certain irony 
having academics who have pioneered close visual analysis 
texts claiming that when the defense lawyers did it, some- 
thing went wrong. course the main point was that the de- 
fense isolated specific blows King justify each one and 
thus subverted the meaning the rapid flow provide the 
jury with excuse for forgetting the “excessive force” read- 
ing that comes from seeing the rapid series blows. But 
one wonders the same argument couldn’t used ques- 
tion some the excessively refined readings films and 
tapes offered SCS members themselves, especially those 
which purport reveal ironies and subtleties which tum 
works that initially seem 
function one way into their 
opposite. 


the context these events 


anymore. Most Blacks were 
now middle class (or their 
way), and affirmative action, 
entitlements, and other social 
welfare programs for minorities 
were longer needed. Taxes 
could cut enhance person- 
consumption. would 
have more police and prisons 
deal with those few inner city 
dwellers who somehow refused 
along. went the myth, 


The verdict acquit four white Los Angles Police Depart- 
ment officers contradicts powerful visual evidence--video evi- 
dence excessive police brutality seen globally. 


and others, such the disso- 
lution Eastern Bloc com- 
munism, thought useful 
provide few introductory 
remarks this issue which 
see continuing and ex- 
tending some our previous 
work, but which also see 
usefully marking some 
the present ferment radical 
cultural analysis. editors 
see connections and 


The reaction the streets Los Angeles and other cities 
fueled the jury’s deliberate refusal “see” this visual 
evidence the way that most us--regardless color--saw 
these images. 


But how did they “see” this video? They saw repeated- 
ly, its power and effect. They 
saw slow motion, analytically--as the defense supplied 
“reading” the appropriateness each officer’s reaction. 


anyway. This demonstrates how close readings can incur misreading. themes developing here 
The verdict the police- Our outrage that, even with visual evidence, Blacks’ expe- which reflect more general 
men’s trial and its immediate police brutality does not count. set changes our own 


termath came the same time field concern. 
the Society for Cinema Stud- 
ies meeting this year, which 
gave the several hundred media 
academics many chances 


media educators, must voice our outrage this 
verdict and endorse all efforts indict the LAPD officers for 


Increasingly issues the 
civil rights violations. 


complexity and multiplicity 
identities are coming for- 
ward the study media. 


compare notes and impressions the breaking news 
event well discuss the famous videotape footage 
Rodney King being beaten the cops. After while peti- 
tion endorsing official resolution. 


The sense the resolution was clear, and quickly collected 
signatures. The general leftward tilt film/TV/video teach- 
ers group Clearly indicated the general themes 
this and the two previous SCS meetings. Topics multicul- 
turalism marked the convention program, plenary sessions, 
and many the individual panels. [We discussed some rea- 
sons for the relatively progressive situation many media 
educators two previous JUMP CUT editorials: 


The earlier vision pure high culture radical form, follow- 
ing the general lines Adorno’s aesthetics, embodied 
the work the sophisticated European art films figures 
such Straub and Huillet Duras, now seems like the last 
gasp Eurocentric elitism many. The call for radical po- 
litical content radical avant garde form that inspired much 
push for the 1970s seldom appears 
today’s writing media issues. Work popular media 
forms and finding subversion Pee Wee Herman David 
Lynch seem the current direction for many. Part this fol- 
lows trends analysis which have moved considering 
how different audiences make re-make meaning from 


what’s provided different texts. 


But part also changed sense political reality. 
Gone are the days, hopefully, when Barbara Kopple’s film 
Kentucky coal miners, HARLAN COUNTY, [re- 
views JC, no. and (March and July, 1977), inter- 
view JC, no. 14--both issues available, @$2.00] could 
dismissed reactionary because used realist form, 
was once done one form-crazed zealot presumably 
radical media publication. But gone too are the days when 
U.S. workers could portrayed simply heroic their 
struggles embodiments populist virtue. Kopple’s most 
recent film, AMERICAN DREAM, carefully reflects the 
complexities the Hormel packing strike Minnesota and 
the sadly disorganized state labor the U.S. 
today. 


This new political reality has also changed how think and 
talk about the third world and racial issues. The time when 
much the U.S. left supported any third world leader who 
opposed the United States, matter how brutal and corrupt 
that leader was the context his own country, has passed. 
Under the pressure world events and especially the decline 
revolutionary movements the third wor!d and the Black 
liberation movement home, have been rethink 
our responses. The very fluid term has tend- 
replace the more dogmatic term "third world." 


Refining Multiculturalism 


Unfortunately, much has been put under the banner 
multiculturalism that the term has become almost useless 
analytic sense, though obviously useful for rallying 
diverse people with somewhat different agendas against 
right-wing attacks, and polemically helpful exposing the 
elitist agenda the right. find worthwhile distin- 
guish least two uses the concept multiculturalism. In- 
tellectuals and activists frequently invoke the term signal 
call for diversity, and has positive function calling for 
expansion the canon works considered cultural 
production, for pushing the boundaries outward encom- 
pass what has remained marginal. And yet the weakness 
this simple affirmation diversity becomes obvious when 
not joined with active critique Eurocentricism, patriar- 
chal domination, and capitalist economics and social domina- 
tion. When itself cannot account for the 
presence multiple factors cultural production and con- 
too often falis into strict identity politics which 
offers narrow agenda for action and homogenized nation- 
alism (be that the post colonial nation the queer nation) 
self-referential separatism. 


But general the present flux radical cultural studies, 
it’s possible see essentially (if can fall into teeny 
bit essentialism) productive ferment. That there dom- 
inant theory, leading figure, clear cut direction should 
not detract from seeing productive contention progress. 
Even the search for appropriate terms this activity has pro- 
duced abundance suggestive ideas. Multiculturalism, 
crossculturalism, comparative culturalism, transnationalism, 
postcolonialism, syncretism, and forth have all come for- 
ward, have string other terms: dialogism, polyvocal, 
polyglot, creole, diaspora, subaltern, marginal, peripheral, 
border culture, migration, nomads, assimilation/ 
dissimulation. These terms and others aware- 
ness the need advance discussion with fine-tuned at- 
tention differences and the complexity identity.At times 
seems that successfully negotiating culture the main- 
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stream means not simply becoming celebrity, Wharhol 
recognized, but constantly re-inventing fresh new versions 
celebrity pitched all-consuming media, Madonna has 
accomplished. 


New Theories 


Against the traditional leftist with organizing direct 
political opposition the state and concentrating the mo- 
bilization the industrial proletariat into trade unions and 
worker’s parties, much more broadly accepted now that 
especially embodied the media, and everyday 
life are crucial areas for political analysis and action. Further- 
more, much the radical theoretical analysis culture that 
has developed the past twenty five years has broken 
with dogmatism and rigid pattern thinking some very 
healthy and constructive ways. Jacques Derrida’s Big Idea, 
that analysis must consist endless deconstruction not 
fall into rigidity doubtless correct, although many who 
find this profound insight seem ignorant that Lenin 
said the same thing his writings dialectics. Also, Mich- 
Foucault’s argument that power not simply concentrated 
formal political institutions, but vastly diffused through- 
out the organization society, particularly means cul- 
ture, has been powerful tool for leftists and feminists in- 
vestigate the operation ideology and power the 
microlevels society including the formations sexuality 
and gender. (And doubtless great revelation people 
never studied social history, anthropology, sociolo- 
gy. 


However, complex cultural analysis from radical perspec- 
tive drawn from Foucault and Derrida has also proven 
have its pitfalls. power increasingly dispersed society 
and simulated variety forms and microinstitutions, 
difficult recognize. proliferates through 
seeking continuous decentering, dispersal and kind infi- 
nite regression, this turns out the perfect justification for 
the existence intellectuals. Only they can really “find” this 
dispersed power, and “recognize” its diffuse structure. One 
might think then that society doesn’t really have anyone who 
powerful and that those positions authority are prison- 
ers their position. Organizing for any specific political 
goal becomes delusion unwitting reproduction the 
same old power structures. Indeed, Foucault himself advised 
against organizing gay liberation movement for these rea- 
sons until late his life when conceded that the organiz- 
ing had been effective. 


Others following Foucault’s reasoning into the postmodern 
scene claim that there are more metanarratives grand 
schemes that explain things. the extent that this dismisses 
kind Marxism that was rigid and inflexible, open 
learning nothing new from experience other perspectives, 
can agree. Any system thought that turns into set 
formulae already dead. But this can also lead another 
happy delusion--that attempting reason about the nature 
power and challenge impossible. course this intel- 
lectual delusion itself “metanarrative,” one especially 
comforting those who don’t want get involved the 
messy business activism. 


Strategy for Left Cultural Analysis 


Given what has happened globally, and given what we’ve 
learned locally working JUMP CUT, can affirm 
some strategic perspectives for the present and near future 
terms our own project. hold these not tenets 
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rigid dogma against which judge everything come into 
contact with, but some guiding ideas gained from experi- 
ence and thoughtful reflection. Any working out these 
principles must contingent, provisional, and open revi- 
sion. [We would also like refer our readers the editorial 
writings the first thirteen issues JUMP CUT (1974-75) 
which developed much our own thinking about cul- 
tural 


First all, think important maintain anti- 
capitalist and anti-imperialist analysis. The collapse com- 
munist parties shows full, final form the probiems with 
those parties’ theory and practice, but hardly eliminates 
class exploitation home and abroad. its transnational 
phase capitalism takes different forms but the issues ex- 
ploitation and repression not away, though 
they certainly end transformed. 


The comparison between the success Cosby and the brutal 
beating Rodney King show the transformation clearly. Of- 
ficial violence against African Americans goes back the 
very birth our nation does their rebellion against it. But 
now African American individuals also participate the high- 
est reaches the our society's mainstream. 


Second, must constantly make the relation class, gen- 
der, and race priority both analysis and cultural produc- 
tion. saying this not wish invoke ali purpose 
mantra but affirm these absolutely categories for 
cultural analysis and practice. Other factors may present 
important, for example, age and generation region and 
locality. However, proceed with analysis based 
only one two these three main terms can only get far. 
Now, our energy must applied more thorough consid- 
eration the interrelation these factors and significant 
the articles this issue JUMP CUT just 


Third, need develop institutional analysis along with 
textual analysis. For too long the study media and political 
cultural activism has proceeded with separation between 
aesthetic analysis and sociological analysis. Concern for 
form and style have been divorced and eco- 
nomic study. There’s rigid policing disciplinary boun- 
daries U.S. higher education ensure that those who 
haven’t accepted the dominant orthodoxies methodology, 
protocol, and pertinence part their training will 
order get financial and prestige rewards from the system. 
curious admission this concern, several SCS leaders 
the meeting mentioned above expressed the fear that print- 
ing reports from the various minority caucuses (e.g., people 
color, gays and lesbians) the society's journal might 
people of." 


Fourth, need keep track rapidly accelerating global 
changes order keep our analysis close that changing 
world. This changing world challenges develop 
analysis which flexible and itself open change, analy- 
sis which can account for change without dissolving into 
belief fluidity which has absolutely reference points, 
goals, and ability strategize opposition injustice and 
inhumanity. Such way proceeding calls for understand- 
ing the varied intersections different issues and the com- 
plexity specific cases without giving the clarity 
achieved thinking globally, daring use the tools rea- 
son, and making priorities. 


One scene for meeting such challenges the creation al- 


ternative cultural practices. say this does not forfeit forev- 
the possibility changing the dominant institutions the 
importance operating within them, usually must, 
such way challenge them. Such activities are not neg- 
ligible and certain moments can coalesce into distinct 
movement for structural change. Thus, understanding domi- 
nant media practices and institutions must remain ari ongoing 
area for concern. 


But realistic, have far greater ability develop al- 
ternative cultural and political institutions which can de- 
velop ideas and practices which may now seen utopian, 
but which can help create the basis for and point the way 
significant change. The post WW. Civil Rights Movement 
well the more recent feminist and gay and lesbians 
movements have all significantly changed the world which 
live and vibrant alternative culture has always been 
important part such movements. Moscow, East Berlin, 
and Tienanmen Square people sang "We Shall Overcome." 
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have loosely grouped the articles this issue together 
theme: issues, gay and lesbian media, and main- 
stream genres and forms. Yet there are many theoretical and 
social crosscurrents tying them together which illustrate our 
authors’ the kind cultural analysis which 
proposed above. would like point out some these 
interconnections for your consideration and enhance your 
reading each piece. 


Clay Steinman and Mike Budd offer analysis THE 
COSBY SHOW terms ambiguities and complexities 
audience response and the type narrative which can 
achieve mainstream commercial success, one which embod- 
ies the media’s racism and class bias. Jyotika Virdi makes 
very similar argument about the commercial success the in- 
dependent feature film about India’s street children, SA- 
LAAM does Ron Gregg about PBS’ first 
treatment AIDS the first installment The AIDS Quar- 
terly series, AIDS: CHAPTER ONE. All these authors 
respect viewers’ desires see certain issues treated and cer- 
tain subcultures represented, but offer analysis the 
mechanisms and processes narrative homogenization im- 
posed mainstream media distribution venues the United 
States. They discuss network pressures but also the process 
self-censorship and self-restriction enacted the produc- 
ers and directors each work. 


John Caldwell analyzes how Hollywood movies are shown 
television. The networks directly manipulate these mo- 
vies’ subject matter and formal construction fit them 
into its “flow.” They this through editing, the juxtaposi- 
tion movie and news images, and using new visual TV- 
techniques frame the dominant ideology. this instance, 
when Los Angeles station showed the film salvador the 
week Noriega came trial the United States, all images 
from Latin America, including that Daniel Ortega, flowed 
together such way nullify the most obvious particu- 
lar meanings SALVADOR and capture and trial. 


contrast, Tony Williams provides resource guide vid- 
sales and rentals that indicates how large selection me- 
dia from around the world, both mainstream and indepen- 


Continued page 


White racism and 
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THE COSBY SHOW 


Mike Budd and Clay Steinman 


For seven years, THE COSBY SHOW easily won its 
time slot U.S. television. was the most-watched pro- 
gram the country for four years running, 1985-86 through 
1988-89, dropping second place 1989-90. Indeed, 
when THE COSBY SHOW led the ratings there were nights 
when more than half the homes watching television the 
United States were its audience. But October 1990, 
COSBY began falter, even the NBC network was pay- 
ing the show’s producers license fee more than $2.5 
million week. COSBY was faced with the return its re- 
THE SIMPSONS, sitcom cartoon about work- 
ing-class family with nasty-comic ingredient COSBY 
would never include. 


its first night direct competition, THE SIMPSONS 
nailed COSBY tie with percent all the viewers 
the United States. was triumph indeed, since its net- 
work—Fox—was available only percent those with 
access NBC and COSBY. With THE SIMPSONS contin- 
uing peel off children and younger males, COSBY 
dropped fifth the ratings for 1990-91. Its slide contin- 
ued 1991-92, while weekly payments from NBC fell 
million. Although the show remained profitable, Bill 
Cosby, its star and guiding force, decided stop produc- 
tion, preferring appear 1992-93 syndicated version 
YOU BET YOUR LIFE, the old Groucho Marx show. 
Still, COSBY will likely survive repeats television for 
least another decade. then, the show will have attract- 
two billion dollars more commercial support. 


Profitable has been for broadcasters and for Cosby 


and his partners, the show may prove one the last 
great mass-audience entertainers. the commercial net- 
works lose more viewers cable, videocassettes, and video 
games, they pitch increasingly specialized demographics. 
THE SIMPSONS, for example, has younger audience, 
more desirable per capita advertisers, which attracts 
with edge that the ratings suggest alienates people the 
far side middle age. THE COSBY SHOW seeks alien- 
ate one. want put show the air that people feel 
good about,” Cosby says (Gold 45). 


Still, considering that nearly all its performers are Afri- 
can-American and that racism2 still befouls life the Unit- 
States, the mission THE COSBY SHOW was difficult 
and its financial success remarkable. had represent race 
way that enabled audience members feel good 
enough about themselves, sometimes for different and con- 
tradictory reasons, that they reliably returned every week, 
ready attend the ads the corporations that paid hun- 
dreds thousands dollars minute for access. the 
time the show finished its first season NBC 1985, 
deftly had won admission into millions segregated Euro- 
pean-American homes. 


Cosby’s popularity and skill was surely crucial its 
success, but significant too was critical aspect his perso- 
na—he never raged despaired. doubt for many the 
show’s good will carried with some acceptance for Afri- 
can Americans, GUESS WHO’S COMING DINNER? 
for the Reagan years. Yet several critics have noted, the 
price paid the makers THE COSBY SHOW for its 
jumbo audience was clear: silence racism. “To have con- 
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fronted the audience” about racism “would have been com- 
mercial suicide,” says Justin Lewis, who has studied viewer 
responses the program (164). active supporter pro- 
gressive politics, Cosby acknowledges that COSBY did not 
mention racism for fear alienating white viewers (Gra- 
ham). agree with critics who say doesn’t enough,” 
says. “But the people who’re viewing are having ball 
with it” (Christon 45). Yet what seems both cause and ef- 
fect cultural productions such THE COSBY SHOW, 
polls show that most U.S. whites “no longer feel blacks are 
discriminated against the schools, the job market and the 
courts” (Brownstein M1). 


Four decades and more struggle for civil rights have 
accomplished tenuous change public manners: Explicit- 
remarks are generally unacceptable socially. Yet 
the waning blatant racism has turn contributed the 
absence the media evidence continuing prejudice— 
privately articulated racism and the institutionalized oppres- 
sion African Americans live with every day. Rarely ac- 
knowledged integral the social order, racism surfaces 
mostly object lesson from the past, exceptional 
disorder such the blatant system white supremacy 
South Africa.3 With many the audience evidently hos- 
tile public racism and yet unsympathetic critiques 
more subtle and pervasive discrimination, makes good 
business sense discourage mention contemporary ra- 
cism, pro con. This became clear 1990 when CBS sus- 
pended commentator Andy Rooney from his job 
MINUTES after Rooney was accused making racist com- 
ments off the air, comments denied.4 Such actions de- 
clare racism intolerable, even racism threatens return 
the legitimacy everyday conversation following the po- 
litical reaction the 1980s. For now, this absence enables 
whites treat claims discrimination blacks the spe- 
cial pleading the undeserving. defense bigotry, Eu- 
ropean Americans can become empiricist the bone. 


co-creator and executive producer the show, Cos- 
insisted that never highlight racial conflict. says 
had done even once, every white viewer would have felt 
“this was set make you feel like you’re the villain” 
(Graham). The success THE COSBY SHOW with mass 
audiences whites the United States (and South Africa!) 
seems have been dependent upon its refusal include ra- 
cism among its representations. Accordingly, whatever 
extent the program constituted gain the control least 
one African American had over black images television, 
remained bound the racism its backers feared its po- 
tential audience and commercial system governed 
such fears. 


Yet even reruns, there formidable argument that 
THE COSBY SHOW does deal with racism vital ways. 
Michael Real, John Downing, and others contend that 
the show recoded race and, says Downing, “may operate 
reinstatement black dignity and culture racist socie- 
where television culture has generally failed communi- 
cate these realities, and has often flatly negated them” (67). 
For example, the “class position the Huxtable family 
likely convey positive message about black dignity” 
(68)—especially since the level consumption and occupa- 


tion represented the show would easily put the Huxtable 
family income the nation’s top percent. Many African- 
American viewers seem enjoy the show because, like 
members any group, they take pleasure seeing favora- 
ble representations themselves television (Gates 
Jackson 96). While the show’s compromises hardly please 
everyone, for large numbers both blacks and whites, then, 
COSBY’s image painless racial harmony seems have 
utopian appeal (Gray, “American Dream,” 383). 


For many white viewers, however, this “positive mes- 
sage” may fortify racism least much dilutes it. 
economic conditions worsen for most blacks the United 
States even more than for most more prosperous 
Americans doubt find comforting imagine the Hux- 
tables viable role-models for the poor. Who wants re- 
sponsibility for others’ suffering? More than few our 
Anglo students and coworkers have told they consider the 
show vital U.S. politics because provides constructive 
role models for blacks. For them, THE COSBY SHOW 
seems confirm the belief that racial inequality the Unit- 
States remains function the inadequate aspirations 
its victims.5 

More surely, the prevalence the role-mode! discourse 
measure THE COSBY power mystifica- 
tion: Cosby and his costar, Phylicia Rashad, are models 
success show business comedy, not, are their charac- 
ters, medicine law. Thinking otherwise misses the 
show’s status representation. The evident popularity 
this discourse about the show—that the details its fiction 
are evidence about the world—is symptomatic its success 
realist text, one that ruthlessly disallows the presence 
any references forms that might break audience identifi- 
cation with its idealized world (Budd and Steinman). 
Henry Louis Gates Jr. says, “There very little connection 
between the social status black Americans and the fabri- 
cated images black people that Americans consume each 
day” (1). 


Yet European Americans seem all too willing take 
THE COSBY SHOW and its wealthy characters one sign 
among many that racism has declined. March 1988 
NEWSWEEK poll found percent whites seeing 
need for affirmative action policies redress racial discrim- 
ination, and May 1991 the magazine found only per- 
cent believing that Congress should anything new all 
help Perhaps that why, Gates says, critics 
the show fear that suggests that blacks are solely respon- 
sible for their social conditions, with acknowledgment 
the severely constricted life opportunities that most black 
people face.”6 Referring the “minuscule integration 
blacks into the upper middle class,” Gates concludes that 
this time “blacks are doing much better than they are 
real life” (40). This course true nearly all groups 
represented commercial television. The more affluent the 
fictional space the show, the better showroom makes 
for the ads. 


Yet given the public stakes, such plush spaces seem es- 
pecially pernicious the extent that they feature those with 
least access them off the screen. Herman Gray puts it, 


television, “persistent struggles 
against domination are displaced 
and translated into celebrations 
black middle class visibility and 
achievement” (“American Dream” 
378). wonder the show has 
made many white viewers 
feel good. 


This feeling makes key 
element one what Tony Ben- 
nett and Janet Woollacott have 
called “reading formations.” These 
are varying “grids intelligibility 
through which different groups 
readers read and interpret text” 
(60). Viewers embittered white 
racism will tend see the show 
differently than those who imagine 
racism unimportant de- 
cline. Black and white and other 
viewers cheered what they see 
COSBY’s favorable representa- 
tion African Americans will 
tend have one range responses; most white voters 
Louisiana will tend have another—in the early 1990s they 
supported David Duke, former Nazi and Klux Klan 
leader, for governor and U.S. senator. Gender positions 
might well structure response; some research suggests that 
white women may tend less disposed racist actions 
and thoughts than white men and Racism”). Class and 
personal experience also could influence how the show 
seen. Individual viewers will oscillate between and through 
reading formations during episode. 


Gates right when says that THE COSBY SHOW 
has been “remarkably successful introducing most Ameri- 
cans traditional black cultural values, customs and 
norms.” Yet, Gates says, the program’s popularity might 
have something with the perception that its characters 
“have finally become, most respects, just like white peo- 
ple” (40; also see Gray, “Black Male,” 238). Lewis’s find- 
ings indicate that many whites claim “forget” that the 
COSBY performers are black when they watch the show 
(173). “They’re upper middle-class, not black,” said one 
(177). Lewis found that African-American viewers find 
whites’ denial the show’s ethnicity “faintly ludicrous,” 
part because they see its marks black culture vividly 
(194-195). Significantly, whites who claim “colorblind” 
viewings tend also not see any need for affirmative ac- 
tion, which whites who value the show’s African-American 
ethnicity tend support. Reading formations contain such 
contradictions celebration versus denial difference, are 
often constituted them. 


Intersecting race, discourses parenting, education, 
and family also organize reading formations for THE COS- 
SHOW. Reportedly, early plan called for Cosby 
play postal worker, more typical role for middle-aged 
black man Reagan’s United States. But making both 
fictional parents professionals and the family distinctively 
upper middle-class, Cosby and his collaborators have 
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brought into play whole set concerns and anxieties 
the real upper middle-class, that most desirable target au- 
diences. (While most the audience for COSBY remains 
middle- and working-class, the show favors more affluent 
professionals its themes and appeals.) Committed 
stressful, time- and energy-consuming careers yet also often 
their children, such affluent parents are frequently anx- 
ious and unsure about their parenting skills. least com- 
mercial media and self-help books tend represent the situ- 
ation, what counts not just the time parents spend with 
their kids, its quality, but the problem discipline and 
authority. Committed modern, flexible, nonauthoritarian 
parenting, they are often vaguely unhappy with its results. 
Too often their children seem disrespectful, uncaring, 
spoiled. 


Such problems result from long-term historical changes 
the family. For decades, social critics have maintained 
that other institutions, including schools, service agencies, 
and especially commercial culture itself, have taken over 
many socializing functions previously performed parents. 
Especially the more educated and affluent classes, rela- 
tively egalitarian family has emerged, bolstered progres- 
sive valuation the individuality and creativity each 
child. While these particular idealizations individuality 
emerge historically market society, they can foster rebel- 
lion well self-absorption. Such values become adjuncts 
the economy, however, when assimilated into pervasive 
consumer culture, where individuality and creativity are 
more and more expressed only conformist terms, through 
the production and consumption commodities. particu- 
lar, paternal authority, the traditional center the family, 
suffers when children and teenagers respond more peer 
groups, advertising, and the media than adults home. 


Into this situation drops Dr. Heathcliff Huxtable, the 
perfect dad. He’s perfect because shows parents how 
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have touch that firm but light, how discipline with 
humor, disguises parental control, even manipulation, 
with silly faces and childlike actions. There inescapa- 
ble element education for parents and children, therapy 
for dysfunctional families, THE COSBY SHOW. Much 
more than any other program, deploys and activates edu- 
cational discourses guides that connect with distinctively 
middle and upper middle-class reading formations, Proud 
his education, Cosby listed himself William Cosby, 
Jr., Ed.D. the credits. discusses the value education 
extensively interviews, and the program filled with 
such references (Taylor 166-164). Indeed, Cosby has ac- 
knowledged that for time the show perhaps became bit 
too educational: “We were sort tripling the rein- 
forcing certain moral aspects trying teach values” 
(Carter, B1). 


Most important, though, part sitcom ver- 
sion those popular how-to-parent books, just Cosby’s 
own best-selling books are light comic versions the same 
model; within the narrow conventions commercial televi- 
sion, the show tries educate its adult audience little 
tricks parenting and educate its younger viewers 
agree with and respect their parents. secure upper 
middle-class audience, the show appeals that audience’s 
values education and therapy, doing offering at- 
tractive model for working-class families weil (Press). 


But there another dimension the discourse edu- 
cation and parenting here. It’s not just their own families 
that members COSBY’s audience, always overwhelm- 
ingly white, are concerned about. It’s also, and separately, 
black families. Since the 1960s, consistent voice con- 
ventional wisdom, taken more less seriously many ed- 
ucated people, has maintained that poverty and crime among 
African Americans are caused problems the African- 
American family. Argued most famously the so-called 
Moynihan report, thoroughly attacked and refuted often 
since, this view held insistently many who 
should know better that perhaps appeals some need 
believe. Never mind racism and structural unemployment; 
focusing problems the black family stops the analysis 
before can implicate the white majority. 


It’s their problem, not our racism. was, after all, 
avowedly anti-racist liberal, Daniel Patrick Moynihan, now 
the Democratic senator from New York, who introduced 
public discourse the notion “pathology” regarding fe- 
male-headed African-American families (Downing 49-50). 
The theory remains profoundly patriarchal, and anti-woman, 
because assumes that “family,” mothers and their 
children need men (Moynihan). For the last twenty-five 
years, the theory has mostly functioned blame the vic- 
tims, charging black males with being too weak assume 
their proper place. its terms, its definitions mature so- 
cial roles, the theory rearticulates black masculinity 
state failure. But doing so, Downing says, ignores 
the force racism and structural unemployment the con- 
struction African-American life. 


With political reaction, superficial concern about the 
black family rose the 1970s and 1980s. The single black 


mother welfare and the irresponsible, immature black fa- 
ther were selected and magnified mythical figures pub- 
lic concern, symbolic condensations the white majority’s 
disavowal its own racism. And Bili Cosby was the right 
pitchman the right time. became the model dad not 
only for whites but also for what many whites (and some 
blacks) thought that blacks needed. Motivating Cosby’s au- 
dience not only the wish improve repair their own 
families but also the wish not thought racist, 
even responsible for others’ racism. Praise for the show 
“colorblind” also flattery for its audience; like the show 
prove oneself above prejudice. 


Nevertheless, Cosby’s patriarchal role the show can 
seen attempt remediate white stereotypes ab- 
sent African-American fathers weil attempt mod- 
dominant ideals for blacks. certainly cuts against the 
“message “Black male criminality’” “constant re- 
frain” (Strickland 52). But doing so, COSBY reproduces 
patriarchal discourse. Although the show takes issues 
gender, does gently. Cosby’s character inevitably joins 
any critique sexism articulated the show’s story, val- 
idating both the critique and the father’s own ultimate au- 
thority. Downing’s words, “patriarchy with human 
face” (60; also see Taylor 161-162).8 


This exemplified one COSBY’S opening credit 
sequences, Ellen Seiter has incisively shown: performers 
playing wife and children (who are given roughly equal stat- 
ure) celebrate Cosby they dance around him, literalizing 
the show’s phallocentrism (32-39). the episode looked 
at, the opening scene following the first group commer- 
cials has Cosby and Rashad, who plays the family lawyer- 
mother-wife, making fun others’ sexism, exchanging sex- 
role barbs, and speaking normal sitcom banter with other 
cast members. Then Rashad’s character walks out toward 
the set’s side door, saying “It’s time for prepare din- 
ner now,” there were connection between the earlier 
discussion sexism and the person who routinely does the 
Andrea Press has observed, the show’s 
scripts minimize the conflicts working mothers (80). 


Curiously, the discussion sexism had revolved 
around the remark Rashad says opposing lawyer made 
her court: “What you know about anything? You 
should home taking care your children.” The remark’s 
structure reproduces the politics the show. “What you 
know about anything?” could racist well sexist, but 
for many viewers the second sentence might well close 
down the possibility such reading. The permitted mild 
sexism displaces the forbidden critique racism. 
Given the necessity for tension even sitcom, the refer- 
ences hostile sexism may dramatically necessary. They 
fill the gap created the omission racism the stories, 
racism one might expect show about African- 
American family, matter how affluent, attractive, 
bright. 

For the show, Real and Downing say, also unwill- 
ing take what might provide different source dra- 
matic tension—class conflict. Downing argues, THE 
COSBY SHOW “may celebrate the virtues upper-middle- 


Class existence the most desira- 
ble way life which the vast 
mass citizens can reasonably as- 
pire” (67). Yet does the 
cost ignoring, for example, the 
disastrous effects gentrification 
the poor, which residences like 
the Huxtable family’s would pre- 
sumably intensify (69), say 
nothing the violence and fear 
urban life. This celebration has be- 
come crucial Cosby’s persona 
his middle age. Few actors are 
visible television, considering 
how often the show broadcast 
syndication, how many products 
advertisers pay Cosby smile at, 
and how frequently the ads appear. 
Whatever his own Ed- 
win Barton suggested us, Cosby 
has become the Dr. 
the American way. 


many ways Bill Cosby was 
appropriate figure bring together the elements that 
made the show the most successful comedy program 
history. For most U.S. viewers, Cosby was probably best 
known before THE COSBY SHOW salesman for Gen- 
eral Foods, Ford, Texas Instruments, Coke, and E.F. Hutton. 
The length this list only one evidence Cosby’s value 
pitchman. Selling products still often regarded 
sign declining celebrity status, cashing your 
chips the way down, and Cosby’s move from pitchman 
series star seems unusual. This may indicate that the com- 
mercial imperative network eroding residual dis- 
tinctions between stars and salespeople. Mark Crispin 
Miller has pointed out, “Cosby himself ascribes his huge 
following his appearances the ads: think popular- 
ity came from doing solid 30-second commercials. They can 
cause people love you and see more you than full 
30-minute (207). 


Cosby’s credibility rating, measured marketers’ 
scale, has often topped all others’ recent years. Could 
that his credibility was actually increased through his ap- 
pearances ads? so, could mark significant change 
the relation programs and commercials. Raymond 
Williams argued, differences between the two are deceptive; 
they are faces the same culture (70). Cosby’s career could 
indicate attenuation these residual differences, con- 
vergence the seemingly divergent and heterogeneous 
fragments that compose the “flow” commercial television 
(Williams; also see Browne, and Budd, Craig, and Stein- 
man). 


course Cosby was never just pitchman. His credi- 
bility also based long exposure movies and comedy 
records, previous series (especially SPY the 
1960s), standup comic, and talk show guest. 
marketing terms, his career has been strongly synergistic: 
These appearances all function ads for each other, the 
whole greater than the sum its parts. His work com- 
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mercials has been seamlessly integrated into this product, 
indeed became the early 1980s its most important ele- 
ment. How often you see stars popular current series 
also appearing ads? Even more disconcerting: How often 
you see them selling during their shows? 


Yet there Cosby hawking Jell-O during THE COSBY 
SHOW, mugging and smirking for the kids the just 
does for the Huxtable kids right before and after, charm- 
ing them and and everyone sight. Pushing back the 
frontiers commodification, the Cosby phenomenon sug- 
gests possibilities. Could Coke and Jell-O integrated into 
the little problems and quick solutions Huxtable life? 
Ella Taylor puts it, “THE COSBY SHOW offers the same 
pleasures television commercial—a parade gleaming 
commodities and expensive designer clothing unabashedly 
enjoyed successful professional families” (160). Where 
can buy one those fancy sweaters Cosby’s always 
wearing? 


the dominant star this dominant series the 
1980s, Cosby may leader larger trend commer- 
cial television. The synergy his program and appear- 
ances brings closer than ever the two halves TV’s dialec- 
tic, its flow. The commercial imperative gradually 
destroys the autonomy program and discrete cultu- 
ral forms, instrumentalizes them converging parts 
larger purpose, means profit. yet, the convergence 
retains limits: programs (the free lunch) and ads (the hid- 
den price) were become too much alike, and their boun- 
daries too indistinct, the dialectic between the two would 
collapse, and audiences would lose their necessary credulity. 
This critical mass show and commercial generates the 
magical heat capital, produces the nihilistic energy ad- 
vanced capitalism itself from the destruction its cultural 
material separate entities. Perhaps the synergy televi- 
sion, consumer culture itself, depends long, slow as- 
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similation other forms and traditions and purposes 
those selling and consuming, process rationalized and 
administered the visible hand marketing management. 


Within this context, that the show idealizes affluence 
and fails mention race class conflict, and that its cri- 
tique sexism mild, make sense. After all, its purpose 
life far its sponsors and distributors are concerned 
attract viewers for sale bundles advertisers. look 
the four ads between the show’s credits and its opening 
scene the episode looked provides the evidence: 


FTD Easter Baskets. 

Country Crock Cheese Products. 

McDonald’s Salads. 

K-Mart’s No-Nonsense Panty Hose. 


Most viewers THE COSBY SHOW are women 
(Downing 71n), and all four the ads seem aimed squarely 
women consumers (not women feminists—the 
Country Crock ad, for example, centers woman serving 
food man). With the possible exception 1), all four 
aim poor middle-class women, who likely make 
much not most the audience, given their number the 
population large. Three the four ads are narrated 
males with voices trained connote authority, authority 
that for some viewers may from and into the patriar- 
chal form and connotations the show. None the ads 
narrated woman. does woman directly ad- 
dress the audience. All the ads sell women products 
make others happy enhance their appearance for others 
see. Crucially, like COSBY, all four ads are upbeat. Their 
world has place for grating racism, class conflict, seri- 
ous questioning patriarchal sex roles. 

** * 


Culture crisscrosses the internal structure the com- 
mercial business. This combination circumscribes the 
show when produced, when distributed, and when 
consumed (Davis; Gray, “Black Male”). The blandness 
television suffuses nearly everything the air save un- 
avoidable bursts bad news. has been guaranteed 
public policy, which licenses most VHF stations corpora- 
tions whose interests are explicitly commercial and, under 
Reagan-Bush, has gutted much what little public-interest 
regulation (the fairness doctrine, serious limitations the 
commercialization programming for children) once exist- 
serve noncommercial values. Although the founding 
Communications Act 1934 says broadcasting supposed 
serve the “public interest, convenience, and necessity,” 
the stations practice have little obligation so, and 
fact they unless “public interest” defined “what 
sells.” 


this environment, matter the personal politics 
anyone connected with the program, product the final 
phase mass-audience television programming, THE COS- 
SHOW could accepted, made, and distributed only 
long has remained, Real puts it, “reformist conserva- 
tive” (120). This was especially true during the Reagan 
years. mass-audience text/product can ever win unani- 


mous consent, yet during this period COSBY perhaps 
reached the limit-point intertextual identity with the cul- 
ture its audience. the show, the ads, the minds 
the pro-Reagan majority home, while was Morning 
America there was nary problem that couldn’t solved 
accentuating the positive. 


the early 1990s, changes the television industry 
well changing politics already yield new forms, such 
Fox’s LIVING COLOR, cabaret-style program with 
predominantly African-American cast. Its sexually charged 
(if heterosexist) sense humor undoubtedly offends the 
same older, more viewers Fox has eschewed 
with THE SIMPSONS and other shows. Indeed, the mass 
audience disperses and the networks search for new groups 
viewers market advertisers, African Americans (for 
years undercounted ignored) are becoming increasing- 
important demogtaphic group. 


Perhaps becausé so:many are too poor afford more 
expensive alternatives, African Americans make per- 
cent the networks’ prime-time audience, though they are 
only percent the population. one count African- 
American households watch average nearly hours 
week television, percent more than others the Unit- 
States. And black households tend have more females 
and more young people than U.S. households generally— 
demographic groups most advertisers like because they 
more than their share household shopping (Michaelson 
78). Any network show with solid African-American 
viewership has commercial head start. 


more blacks than ever had secondary roles dra- 
matic series the 1991-92 television schedule, though 
their number was still much less than would have been 
casting had ignored ethnicity. Ten the fifty-two weekly 
comedy series this fall starred black performers (Du Brow, 
“Networks,” F1). But none the dramas this writing has 
confronted ordinary contemporary racism (several are set 
the past), and all the comedies retain COSBY’s most impor- 
tant constraint: Whatever their appeal black audiences, 
they must offer whites lots laughs. The opening episodes 
two the shows (TRUE COLORS and ROC) included 
gags that insulted the ideas Malcolm (e.g., joking that 
his followers would like “white devil’s food cake”), making 
avoidance racial issues comparison seem 
honorable. Comedy drama, black audience not, these 
shows still need please substantial groups whites 
survive. 


There has never been successful television drama that 
centered African-American family life, THE WAL- 
TONS LITTLE HOUSE THE PRAIRIE, let alone 
DALLAS DYNASTY, FALCON CREST, KNOTS 
LANDING. According Rick Brow, who writes about 
the television industry for the Los Angeles Times, “You can 
almost count the fingers one hand the number black 
family drama This, says, due network ex- 
ecutives’ “unspoken belief that white viewers don’t want 
watch series about black reality” Shame” F1). 
Brow biames racism network thinking and hiring practic- 
es, and argues that new attention African-American 


viewers the A.C. Nielsen rat- 
ings firm and other surveys could 
bring about change. Yet may 
underestimating the culture ra- 
cism. 


ETHNIC NOTIONS, his 
telling history racist representa- 
tions, Marlon Riggs points out that 
the flourishing the Abolitionist 
movement was accompanied 
jump white attendance min- 
strel shows. Such shows signified 
white power and black subservi- 
ence, precisely when that power 
began openly questioned. 
COSBY succeeds part because 
whites can count for enter- 
taining encounter with African 
Americans who will neither make 
them “feel the villain” nor entirely 
abandon the gestures and move- 
ments that give familiar pleasure 
many whites (Lewis, 183, 180). 
that sense, the show fulfills long-running strain Europe- 
an-American desire. Humor bound rules reassurance 
helps “preserve the existing system power relations” (Du- 
bin 131). Similarly, whatever his skill dramatic actor, 
Bill Cosby evidently cannot the star dramatic show 
that would have anywhere near the success COSBY. 
Even FRANK’S PLACE, artful, not especially confronta- 
tional “dramedy” 1987 that featured African Americans 
ways Gray argues were less assimilationist, could not at- 
tract more than quarter the viewing audience 
That tens millions people chose 
watch the show was not enough: profit CBS needed 
more audience sell advertisers. course, the ina- 
bility FRANK’S PLACE become hit could have been 
due its adventurous narrative and visual style, its refusal 
laugh track, scheduling, other factors having noth- 
ing with race (see White 83-86). Still, says Gray, the 
commercial failure the show “reinforced the limited 
terms within which the American television audi- 
ence can explore the interiors black social and cultural 
life” (Gray, “Recodings,” 128). 


Eddie Murphy’s comedies may big box-office hits, 
but what films well with African Americans heroic 
leads, layered with the characteristic sexual glow Europe- 
an-American stars? this sense, should see THE COS- 
SHOW, like most any thriving U.S. mass-audience en- 
tertainment with African-American cast, register 
the enduring force Jim Crow. Humor helps keep Cosby 
from arousing the stereotypical sexual fears African- 
American men some contexts still seem evoke 
whites. the middle THE COSBY successful 
run, George Bush’s 1988 campaign commerciai starring 
Willie Horton showed the enduring, evocative power 
key term racist mythology—the black rapist, whose ani- 
malistic sexuality threatens white women. That Cosby could 
succeed playing obstetrician, many whose patients 


presumably would white, suggests how effectively the 
show’s humor displaces this potential sexual threat. Cosby 
knows audiences will pay him for their amusement. “As 
long you have the joke,” says, “you know you have 
the security that people will laugh” (Christon 47). 


Even conservatives the United States acknowledge 
that the legal gains African Americans made the 1960s 
and 1970s have not been matched general rise their 
standard living. White power and prejudice the United 
States have proven dynamic that the elimination legal 
barriers upward social mobility for African Americans 
has not itself been able create genuinely equal opportu- 
nity. This encourages even the most racist whites aban- 
don public and official racism—the last twenty years have 
shown they have nothing lose this—and seize the 
initiative denying responsibility for inequality and blam- 
ing the victims instead. Robert Carter has argued, “Ig- 
noring race important variable may itself racist” 
(“Sex and Racism”). 


and doubt against the wishes its mak- 
ers, THE COSBY SHOW has become evidence for the big- 
oted that the major barriers African-American success are 
within the African-American community itself. They are im- 
plicitly supported African-American Republicans like 
Clarence Thomas and Tony Brown, who argue that the is- 
sues are moral character, personal values, and “self-help” 
rather than racism and its effects, system that affords 
the already-privileged with more help than they need (Ben- 
jamin). 


the same time, appropriating the old critique ra- 
cism, bigoted whites now argue that more profound meas- 
ures enhance racial equality (affirmative action, the set- 
ting-aside some public works contracts for minority 
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businesses) are racist themselves. For David Duke, the 
Klansman who nearly became U.S. senator 1990, “Af- 
firmative action racism. .That’s the kind philosophy 
Nazi Germany used. .If morally wrong discrimi- 
nate against black person—and all would endorse 
that principle—then certainly it’s got morally wrong 
discriminate against white person” (Ridgeway 21). 


Mean and perverse is, such born-again egalitarian- 
ism heard more and more from the right and center. So- 
cial scientists call “modern racism,” opposed tradi- 
tional, segregationist racism. Polls suggest that support for 
integration principle all-time high 30). 
The new racism has three major components: emotional 
hostility toward African Americans who seem “too demand- 
ing”; resistance the political arguments African Ameri- 
cans for expanded government intervention; and conviction 
that racism dead the United States (See Entman; 
McConahay; and Sears—there some disagreement about 
the term and its definition!1). Surely practice racists are 
both modern and traditional, with the older attitudes more 
private. THE COSBY SHOW does take seg- 
regationist racism, and doubt rubs some traditional ra- 
cists the wrong way (Lewis 178-179). Yet its commercial 
success and political failure that does not confront mod- 
racism, and could even confirm legitimate it. may 
temper emotional hostility toward African Americans, but 
only toward those who smile cue and act properly assimi- 
lationist and middle-class. reliably does not raise political 
demands and does not argue for the persistence racism. 
this framework, the remark whites that the show pro- 
vides good role models for blacks signifies its unwitting 
complicity with modern racism. 


Robert Entman has analyzed similar trend local tel- 
evision news programs Chicago. Superficially, represen- 
tations African Americans the news might seem con- 
tradictory: The increasing presence black newspeople and 
bureaucrats clashes with the unfavorable figuring black 
criminals and politicians arguing for African-American 
interests. Yet, Entman points out, blacks observed 
authoritative roles spoke the language middle-class 
whites and “did not talk angry tones” (341). While sur- 
veys show blacks more than whites tend see such issues 
crime and discrimination inseparable, black journalists 
covered the news according the same frames their 
white colleagues who see the issues discrete (341, 344n). 
Contradictions are resolved the realm reinforcement 
and pleasure: Modem racists may feel good about them- 
selves for tolerating blacks who (to keep their jobs must) 
make issue their ethnicity; meanwhile, these racists 
can despise blacks who, “high proportion” television 
news, appear “angry demanding” (341). 


racism has changed, must its critique. Modern ra- 
cism’s denial its own existence inoculates against em- 
pirical challenge. Consequently, racist discourses must now 
disinterred contemporary texts and practices that pride 
themselves being “colorblind”; analyzing absence be- 
comes more crucial than ever. Week after week (in syndica- 
tion, day after day, hour after hour), African-American 
man appears tens millions homes attractive 


choice for everywoman’s obstetrician (Downing 62). Yet si- 
multaneously absent from view are the preventable ways the 
United States lets its African-American infants die, dou- 
ble the rate whites (Scott). For infants who grow into 
adulthood, the carnage neglect multiplies. African- 
American men under are ten times more likely die 
hypertension than those European descent (Strickland 
112). don’t think either the races could take it,” says 
Cosby, “if began lay out and tell the truth” (Gra- 
ham). 


NOTES 


Thanks members the Society for Cinema Studies and 
colleagues California State University, Bakersfield, and Florida 
Atlantic University who helpfully commented earlier versions 
this paper, Kim Flachmann and Michael Flachmann for help- 
ing sharpen the argument, and Lynn Reza Azarm- 
sa, Tom Banks, Robert Entman, Lynn Garrett, Kenneth Goings, 
Dan Hahn, Linda Hazelwood, Elizabeth Jackson, Carlos Nelson, 
Diana Saco, Deborah Whitworth, Forrest Wood, and especially Ed- 
win Barton for their contributions. 

Adapting Joel definition: "the tendency society 
degrade and violence people" based ancestral origin (xii). 


Exemplary the way commercial media report racism was the 
favorable, extensive coverage given Nelson Mandela's 1990 
anti-apartheid tour compared the lack coverage normally de- 
voted ordinary racism the United States. This coverage, like 
most mainstream news accounts South Africa, helped ratify the 
developing convention that reporting explicit racists longer 
requires balance and even civility. For example, 
Feb. 13, 1990, journalist National Public Radio's ALL 
THINGS CONSIDERED asked South African opposed major- 
ity rule feared that “black majority would treat whites 
badly you have treated Usually, the politics main- 
stream journalism can discerned from the list those whose 
comments require balance; rarely they appear explicitly 
questions. That they did here signals the major change 
semiotic terrain discussed below. 


Rooney also wrote homophobic letter The Advocate, na- 
tional gay weekly. unclear what extent CBS was reacting 
that well. any case, the suspension was lifted after viewer 
complaints, allowing CBS appear concerned about racism with- 
out losing star. For account the Rooney affair, see Hentoff. 


See Gans for critique “culture poverty” theory. wish,” 
says, "that social scientists would decrease their study the 
victims poverty and devote more research its causes--the eco- 
nomic, political, and other processes which America has devel- 
oped far the highest rate poverty the ‘first highly 
developed 


look race and higher education, often promoted the show 
route success, bears this out. African Americans are dispro- 
portionately absent from the nation's colleges; disproportionate 
number who attend fail graduate (by 1986, only 9.9 percent 
1980 high school seniors who were African American had re- 
ceived bachelor's degree, compared 26.1 percent non-Latino 
whites) (Chronicle Higher Education, Sept. 1990, 13). Ac- 
cording 1990 report (Harrison), the relative few who make 


through four years college are half 
likely white college graduates 
earn more than $36,000 year (13.1 
percent versus 26.1 percent). For more 
racism and education, see Kozol. 


THE COSBY SHOW hardly 
unique guaranteeing audiences 
against offense from unwanted social 
claims. the 1980s, Newsweek and 
Time both routinely reported the politi- 
cal agenda such groups the Na- 
tional Urban League Reaganite 
terms comforting centrist and con- 
servative whites, for example repre- 
senting affirmative action reverse 
discrimination disguise (Daniel and 
Allen). 

Supporting Vidmar and Rokeach's 
account selective perception ALL 
THE FAMILY, Venise Berry's 
interviews with viewers indicate that 
African-American women watching 
THE COSBY SHOW tend see the 
Rashad character winning the weekly battle the sexes. Younger 
African-American men, Berry has found, tend see the Cosby 
character failing meet their expectations how men should be- 
have with women. 


Apparently, this typical the show. According Lewis, "It 
Claire's [played Rashad] job, not Cliff's role] 
make the dinner attempts the kitchen. .are some- 
times comically Characteristically, this scenario makes 
possible multiple appeal, allowing women take pleasure 
the show's feminist while seeing that men are not 
threatened anti-sexist humor--men for whom would "unset- 
tling. .if Cliff played domestic (168-171). 

10. The 1990-91 television season included new dramatic series 
ABC starring James Earl Jones, FIRE, which re- 
ferred racism and corruption among political elites. Jones and 
Madge Sinclair, also the cast, won Emmy awards for their act- 
ing. The show did poorly the ratings, for 1991-92 ABC, 
setting from inner-city Chicago Los Angeles, jettisoned all cast 
members except Jones and Sinclair, added European-American 
costar (Richard Crenna), and transformed into PROS CONS, 
buddy-buddy detective comedy. Moved into the p.m. Thursday 
(Auletta 290) against THE COSBY SHOW and THE 
SIMPSONS, the new version did not survive the season. 


11. Conservatives have argued that racism” specious 
epithet used discredit honest, unbigoted opposition the propo- 
sals liberal civil rights groups (See, e.g., Roth). 
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SALVADOR 


John Caldwell 
CONVULSIONS TOPICALITY 


War makes good television. Especially good one 
means spectacular, visual and all-encompassing. But looking 
the coverage the Gulf War, can see there more 
the politics war television than objectivity, censorship, 
and Even though many accounts rightly criticized 
the way television covered the war, and the way the govern- 
ment managed information about it, fewer dealt with the ef- 
fect the conflict had programming Wars have 
become special events that send ripples throughout program- 
ming. Broadcasters (not just Pentagon briefers) have become 
spin-doctors for such events and learn exploit unfolding 
conflict the name viewership and ratings. Not only have 
wars become media texts, they have become contexts that 
transform other texts substantive ways. 


this essay will examine the formal ways that televi- 
sion appropriates, resuscitates and redefines dated films re- 
sponse fast breaking historical and political events. Televi- 
sion does not just gather and re-present selected films around 
contemporary events. also encroaches upon and stylistical- 
reworks those earlier films into fundamentally new and hy- 
brid forms. After reviewing some the issues involved 
this kind broadcast adaptation, will closely analyze, with 
images and transcriptions, eleven specific ways that visual 
and videographic style used transform the feature film 
television. feature films are broadcast nightly mass 
audiences, they are extensively interspersed with "reality" 
material. hope this study come better under- 
standing the ideological effects such hybridizing pro- 
cess. Videographic and electronic production equipment has 
evolved provide more and more stylistic options for pro- 
grammers. Because this, the actual visual and narrative 
presentation features also becomes increasingly complex. 
closer look these stylistic operations suggests that more 
stake politically than television's avowed interest the 
present and the current. merely indicates the 
explicit motives for and interest the trans- 
forming process. The televisual soup that results from broad- 
cast hybridization involves play and conflation cultural 
signs this production signs has far wider social implica- 
tions. 

Mass culture the past decade has been particularly 
fond turning history (war) into fiction (film and televi- 
sion), and fiction into history. This same late cold-war period 
has also witnessed string imperial “practice-wars"— the 
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Falkland Islands, Lebanon, Granada, Panama, and the Per- 
sian the absence anything larger, more nuclear 
more apocalyptic, first world governments have repeatedly 
used provisional conflicts test out new, expensive and oth- 
erwise unused hi-tech weapons, military tactics, and global 
political strategies. These neo-colonial practice wars clearly 
bring practical and economic benefits. Such wars justify mili- 
tary budgets (along with hardware), and the resulting global- 
ism legitimizes continued military growth. 


But broadcasters who cover even refer such events 
also benefit. the analysis that follows, hope show how 
one recent practice-war, Panama, honed broadcaster's pro- 
gramming and aesthetic skills economically resuscitating 
media texts. Spin doctoring and impression- 
management are used stylistic and aesthetic processes 
well political tools. 


Consider the following three incidents. Los An- 
geles news anchor appears newsbreak during the broad- 
cast film and asks viewers "stay tuned following our 
movie" for major expose the mob Los Angeles. The 
film interrupted the newsbreak THE GODFATHER 
After over three years captivity, second U.S. hostage 
released Islamic terrorists. KTLA Television programs 
and broadcasts its mini-series VOYAGE TERROR: THE 
ACHILLE LAURO AFFAIR the same week. The station ad- 
vertises its mini-series remarkable true Islamic 
terrorists, with "new facts never before released.” Along 
with these proclamations the real, less visible disclaimers 
within the program suggest that portions the show are 
fictions. Finally, for weeks preceding the 
premiere the mini-series DRUG WARS: THE CAMARE- 
STORY, NBC heavily promotes the broadcast event 
having broken "Long before Noriega.” The mini-series itself 
dramatizes covert actions the U.S. government with 
operations Mexico. However, advertisements and 
promotions for the show refer instead the unfolding U.S. 
invasion Panama, operation launched depose ac- 
cused drug lord, President General Manuel Noriega. 


All three incidents suggest the varying degrees which 
television fueled textual shifts between fiction and 
one instance, the station uses fiction film contex- 
tualize expose the mob. the second docu- 
fiction, the historical climate contemporary terrorism infil- 
trates promote both the news and programming 
departments. the third case, the station makes explicit ref- 
erence current military events and history 
interpretive allegory for understanding NBC's previously 
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Station’s Panamanian pre-text for SALVADOR. 


produced, reality-based, fiction Camarena. 


Curiously each case television does not try hide its 
ontological and textual distinctions. Rather, flaunts and ex- 
ploits the distinctions: news-vs.-film, history-vs.- 
entertainment, and reality-vs.-fiction.2 The terms each 
the polarities are wielded stations part process 
self-interpretation and self-valuation. Such distinctions are 
fact explicitly part the language programming and mar- 
keting. 


This phenomenon suggests perhaps that good viewers 
are part "good" because they know and can value such dis- 
tinctions. volatile and shifting process, television assigns 
historical and fictional status. Late-breaking historical events 
can rapidly change the value and currency pre-existing fic- 
tional texts. Good broadcasting this respect, and eco- 
nomic sense, like Claude 
can fabricate new value out existing and outdated textual 
material. programming bricolage, history and reality are 
frequently marshalled the material stuff refabrication. 
Television's process assigning fictional and historical stat- 
us, and the formal ways that transforms texts, deserve 
looked more closely. 


have chosen the broadcast premiere Oliver Stone's 
film SALVADOR basis for analysis because the im- 
portant role that televisuality plays its adaptation. 
using the term this article, refers the 
growing tendency U.S. television "perform and flaunt 
excessive visual style." argue more depth elsewhere, that 
since 1980 this "self-consciously aesthetic" stance, represents 
emerging and dominant paradigm U.S. broadcasting. 
Stylistic and televisual excess challenges many popular aca- 
demic views the medium glance-like, low-resolution, 
transmissional, live, and instantaneous. 


SALVADOR significant for study since makes 
explicit reference recent historical events. was also clear- 
programmed and around the context U.S. 


Station aired this preview for SALVADOR during 
the show itself. 


Central America. was also tied specifically 
the U.S. invasion Panama. KCOP-Channel Los 
Angeles aired and adapted the film, fact, the very day 
Noriega was brought arraignment Miami (fig. 1). Along 
with numerous references current events Panama, the 
broadcast also functioned mechanism set and pro- 
mote other programming Channel 13.4 will see, 
national distinctions the sort that separate the countries 
Central America seemed, this case, have little value 
television programmers. Salvador, SALVADOR, 
Nicaragua, and Panama, appeared one and the same phe- 
nomenon this week's multi-textual programming soup. 


The broadcast SALVADOR only one example 
fictional programming presented around the theme U.S.— 
Latin American relations. The week January 1-8, 1990, 
fact had many fictional broadcasts related themes. this 
context, the first week January and the second week the 
invasion included programming rife with references Latin 
American relations, politics, and mythologies. Within the 
four day period which SALVADOR was broadcast twice, 
the heavily advertised and promoted NBC mini-series DRUG 
WARS: THE CAMARENA STORY premiered January 
7.5 the face the same recent historical events, ABC 
came with their own timely offering, the fictional allegory, 
HEARTBREAK RIDGE. Clint Eastwood's version the 
1983 Grenada invasion offered programmers explicit 
and accessible foreign-policy map the Panama action. Both 
generic update the war-picture and Hollywood's vi- 
sion gunboat diplomacy the Reagan era, the film helped 
the more recent invasion. Granada, Salvador, 
and Panama became interchangeable names the 
archetypal program formula work during that week. 


Other films also kept Hispanic and Latin-American is- 
sues the agenda. The films BAMBA, and 
THE BORDER were broadcast that time. addition, the 
discourse during the week constantly referred and 


Broadcasters censored this execution image from 
film but then used promote the film during airing. 


tied together the fictional films and historical realms. SALVA- 
DOR aired the day Noriega was introduced justice. 
The film was repeatedly interrupted news footage No- 
riega being taken from Panama. Television institution 
was pondering recent media and political events. did 
resuscitating and working over old fictions. 


WHAT TELEVISION ADDS 


Televisual adaptation not subtractive process. Many 
viewers assume that the broadcasting film nature 
reductive, since scenes elicit obvious protests from 
fans certain films. However, much more additive pro- 
cess also functions within the broadcast films. present 
analysis directed this additive, hybridizing process. 
Such process characterizes and defines broadcast 
tion. more complete analysis would show that even sub- 
tractive operations (e.g., those involving the elision and dele- 
tion source material) create new structures and 
relationships within adapted texts. Space limitations, howev- 
er, prevent from fully discussing here the hybridizing re- 
sults those subtractive processes. will also unable 
discuss other important hybridizing operations, such cen- 
sorship-related post-dubbing and automatic dialogue replace- 
ment Apart from those devices, however, close 
analysis the televised SALVADOR reveals rich array 
stylistic operations which expand the original film and re- 
combine with other elements. Such processes redefine and 
pre-interpret adapted works for television viewers. 


STATION SET-UPS PROMOS PRE-TEXT? 


Marketing and promotion function both before and with- 
the adaptation. Consider the station promo "setting up" the 
broadcast. (fig.2) The announcer states: "Tomorrow 8:00, 
James Wood stars the Oliver Stone production offering 
scathing look torn country's social injustice, seen 
through the eyes news photographer, 
The promo does not just emphasize time/place information 
but also, through narrative synopsis, offers interpretation. 
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hybridization the censored image— 
digitized, and turned into image. 


Several factors this promo create interpretive frame, and 
frame that works personalize the political dimension 
the film. First, the promo uses the stardom James 
Woods set the show. Second, the synopsis sets 
hierarchy point-of-view. does not focus Salvador 
country, but the distanced and personal 
the eyes") perspective. Third, the promo gives 
ver Stone This tactic clearly links the televised 
film with Stone's media notoriety. His award winning film 
BORN THE FOURTH JULY was released De- 
cember and January, and activities both and off- 
screen were newsworthy events during that time. 


promoting and framing itself this way, several 
things happen the television text. First, the program pitch- 
itself directorial statement and star vehicle. The plot 
synopsis emphasizes the subjective and person- 
nature. Because this, the viewer's experience the film 
from the start heavily mediated frameworks that dis- 
tance him/her from any Central American 
framing also sets-up the broadcast event aesthetic 
phenomenon. overtly political subject becomes trans- 
formed into aesthetic framework, and this kind process 
aptly characterizes much the program text that follows. The 
aesthetic “pose” the film its pre-text and pretense. Such 
aesthetic emphasis focuses first, the special 
aesthetic status, and second, the nature the film vis- 
ual and eye-dependent spectacle. Both hybridizing traits hint 
the degree which televisuality television's preoc- 
cupation with formal excess and aesthetic consciousness) 
integral part broadcast adaptation. 


GRAPHIC STILLS FRAMES CUT FROM 
(AND REWORKED INTO) FILM 

This televisual adaptation, like others, includes hybri- 
dizing operation that one might not expect find the textu- 
reduction film for television. KCOP first 
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Boyle acts out the decisive moment Capa’s 
Spanish Civil War icon. 


for other purposes within and for the broadcast. the se- 
quence described above, promo used the station ad- 
vertise the broadcast SALVADOR, one image particular- 
curious (figs. and 4). 


Consider this image execution, for suggests that 
iconic and narrative power survives some footage even af- 
ter abridgment. all the other images the film, KCOP-13 
chose this image advertise the broadcast even though the 
station deleted from the broadcast version the filin entire- 
ly. The scene depicts government soldier being executed 
leftist guerrilla—a scene apparently either too graphic too 
political for station censors/revisionists. Why would station 
advertise the broadcast film with image that had first 
censored from the film? 


The formal properties the shot give some indication 
the privileged status the shot has the film. has odd, vi- 
olent power, taken close-up, from low-angle, and 
with wide angle lens. fact, this shot, along with one oth- 
er, important initiated the film's 
characters. Early the film. buddy Cassidy, more 
successful professional photographer, asserts that his ulti- 
mate objective tis get shots equivalent the powerful imag- 
Robert Capa taken during the Spanish Civil War. Those 
were shots taken, Cassidy states, "while looking into the 
face Boyle underscores this ideal acting out the 
gesture one Capa's victim's caught the moment 
bullet's impact. (fig.5) 


Cassidy eventually gets what wants. His final expo- 
sure aimed strafing fighter that photographs head- 
on. This photograph costs the photographer his life. Shortly 
before this scene, Cassidy photographed the shot used the 
promo. There, secretly used his 35mm rangefind- 
Leica, concealed and held the waist, photograph the 
execution. (fig. 6). 


The film places heavy emphasis these two 
the Capa-like images aspired earlier. Stone sets 


b 
‘Sige 


the last incident with heavy interchange shot-reverse 
shots between Boyle and Cassidy. addition, the leftists vi- 
olently prevent Boyle, the main character, from witnessing 
the execution itself. Cassidy, the other hand, senses the 
ensuing violence and risks his life get the shot. Stone un- 
the Capa-like decisive moment sealing with 
extreme close-up reaction shot Cassidy quietly firing off 
his shutter. 


Why this scene "too hot" for the broadcast, yet useful 
broadcast promos? may lie the nature "decisive 
moment" shot. This photographic aesthetic privileges the 
smallest slices time the most profound and the most vis- 
ually dynamic instant the truest. Such aesthetic charac- 
teristically downplays context, background, and political un- 
derstanding. The decisive moment aesthetic privileges 
accidental compositions, extreme visuality and spectacle. 
phenomenological sense, then, decisive-moment images typi- 
cally remain open diverse ideological readings and interpre- 
tations. existentially based aesthetic view, the theory 
dominated mid-twentieth century photojournalistic practice. 
has since been criticized naive and apolitical. However, 
such ideological and apoliticism give decisive mo- 
ment imagery significant value within the operations tele- 
visuality. The image that censored then reused because 
more than other images the film, remains open appro- 
priation precisely because fragmented and stripped 
context. Television will present the violence fro- 
zen and emotional composition rather than political act. 
analysis elision will show, this kind fragmenting 
and freezing operation are highly valued televisuality. The 
film sets decisive moment part its overall de- 
sign strategy and then dramatizes that aesthetic key mo- 
ments. this way, the film's cinematography begs for ap- 
propriation the televisual text. digital video effects 
terms, the frames are there for broadcasters does 
not matter whether not the image included deleted 
from the final televised film scene. Televisual adaptation does 
not cower subordinate itself broadcasting's standards 


Archetypal decisive-moment pose: hand- 
held Leica fires spontaneously killed. 


Signs ownership are stapled into the film’s 
mise-en-scene. 


and practices editor. Censorship mute issue cases like 
this one. Televisuality finds alternative ways hybridize and 
reuse questionable, censored material. 


GRAPHICS: STATION ID'S AND INTERTITLES 


Like many televised movies, SALVADOR graphically 
its programming slot. Various devices signify 
ownership. Chief among these graphic displays are the sta- 
tion Id's keyed burned into the film's imagery the lower 
third portion the picture (fig. 7). One cannot imagine this 
sort stamp ownership being allowed other art forms 
(e.g., the signature the purchaser rather than the maker 
stamped into the art form itself). However, this almost 
universal practice both broadcast and cable television. 


Mise-en-scene television obviously not considered 
sacred inviolable ground. practice, the appropriated film 
offers broadcasters kind open, visual terrain. Upon this 
cinematic and visual turf, graphic signs promoting the station 
are erected. While the situation Salvador may confus- 
ing, and the social implications both the movie and recent 
events threatening, this graphic insemination the spectacle 
works mark, identify, and distance any horror that might 
reside the original film. The televisual operation graphic 
stapling implies two things. First, suggests that the unfold- 
ing spectacle "known," and second that also apparently 
KCOP. The ideological packaging film does 
not just happen through process extra-textual promo- 
tion. The process also occurs visually within the frame. 
Graphic packaging further reduces the televisual spectacle 
known and owned status; that object and commodity. 


The most repetitious graphic hybrid this adaptation 
comes from the O'CLOCK MOVIE" identification. This 
icon precedes each program break well each the 
film's televised segmenis. The shift from dramatic scene 
advertisement does not then occur directly. The segue from 
program break and back only occurs through the agency 
program identification graphic. Whereas previous exam- 
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Miami mug shot was heard round the 
world. 


ple, keyed graphics infiltrate the film directly, here connec- 
tion with the film enacted through visual and verbal refer- 
ence. each O'CLOCK MOVIE identification, the station 
announcer repetitiously intones that "we will return the 
KCOP presentation SALVADOR after these messages.” 
The audio reference changes each evening new and dif- 
ferent film title, even the repeated visual redefined 
narration nightly basis. There nightly process re- 
naming. Numerous films are lifted and verbally framed over 
the singular and unchanging station graphic. The infiltration 
texts however becomes bi-directional. Keyed ID's over 
dramatic scenes redefine the fiction world, and audio refer- 
ences the fiction world laid over graphics redefine the 
world broadcast. The process two-fold and com- 
plementary. The seeming redundancy this graphic/sound 
liturgy station/program ID's might suggest that the indus- 
try fears the short term memory. The tactic also 
clearly demonstrates however that the does not 
simply result from programming proximity the juxtaposi- 
tion diverse texts within the broadcast The super- 
text involves active and aggressive process formal and 
textual infiltration. 


Other graphic operations work secure and orient the 
spectacle. The late night news show NEWS follows the 
film and immediately responds with graphic/verbal se- 
quence thick image and sound. The first shot the se- 
quence captures freeze frame graphic Noriega taken dur- 
ing his arrest and incarceration. The image presented 
viewers "mug shot" (fig. 8). Broadcasters add colored 
video borders either side this televised 
The title "TV-13" visually keyed into the mug shot the 
lower left comer the frame (fig. 9). doing this, Chan- 
nel effect takes visual possession the Noriega 
for its programming purposes, much the same way that 
earlier appropriated the SALVADOR. The pictorial 
convention the police mug shot carries with heightened 
impression the real. The visual conventions the date, 
frame and wall suggest that Noriega here functions hunt- 


JUMP CUT no. 


KCOP grabs, logs and tastefully “frames” 
mug shot its blue, embossed digital 


ing trophy. these ways, graphic appropriation bestows 
upon KCOP more authority, skill, and ownership. 


While critics broadcast journalism frequently attack 
television's penchant for decontextualizing interviews into 
sound and for simplifying complex stories, little has 
been done explain the way that the news appropriates and 
manipulates "visual" bites. For example, what does mean 
symbolically imprint the local station over interna- 
tional figure like Noriega? Appropriating and fabricating 
sign this way does several things. suggests that the sta- 
tion now owns the story and also controls the perso- 
for its own ends. Both effects help legitimize the station's 
angle and coverage the event. Certainly this kind key- 
ing, framing, and bordering represent forms claim- 
making. Televisual claim-making devices like these announce 
viewers that relation exists between station and 
story. 


VIDEO IMAGES INTO FILM 
INTO BROADCAST VIDEO IMAGES: 
(BORDER BLURRING BLURRING BORDERS) 


Increasingly, both television and film today use visual 
imagery borrowed from each other. From music videos 
commercial spots, filmed images scan lines, video pixels, 
and video tape shuttle effects frequently become mixed with 
cinematic images. This tendency suggests that television and 
film viewers apparently understand media-specific production 
elements and technology-dependent production styles. SAL- 
VADOR also exploits consciousness about distinct film and 
video During the film's broadcast, the station airs 
The voice Madison Avenue commercials 
thus briefly set aside for that history and After 
the break, the station chooses the film fading 
taped" scene from within original film. Both the 
placement this video footage within the original film, and 
its selection and isolation broadcasters lead-in the 


The film SALVADOR uses news-like maps 
nify its gravity and historicity. 


next segment the film are significant. The transition back 
into the film could have happened almost any scene the 
film, but the broadcasters chose link their video imagery 
with video footage from the film. The net result disguises the 
transition between media. 


This hybridizing strategy exemplifies process which 
stations strategically reposition film footage during adapta- 
tion. They this blur and camouflage distinctions 
between program and program breaks; between filmed and 
televised material; between present and past. The television 
viewer has just seen long sequence station materials and 
ads and then sees head shot President Reagan 
videotape. The source the footage obvious. This 
archival footage the Reagan. However, 
has undergone "double First, Stone's origi- 
nal film utilizes the video footage order contextualize 
and legitimize the film's fiction. Secondly, television isolates 
and utilizes the same scene further deteriorate distinctions 
between television station and television text. The 
ontological status ambiguous viewers since (1) tele- 
vision footage, (2) that has been filmed motion picture 
stock, and (3) that subsequently re-broadcast television. 
This footage carries the aura presentness and the kind 
direct address that one associates with video news. Such 
traits are also noticeably present the broadcast newsbreak 
and anchor that directly precede the cinematic news scene. 
Because this, the broadcast newsbreak also manages 
take and exude the epic proportions the cinematic con- 
text from which comes (fig. 10-11). 


There is, then, double appropriation. Stone strips the 
credibility and urgency signified video for his own dieget- 
ends. KCOP strips off the film's epic pretense 
order validate and bolster its own speaking position. The 
formal process goes through three stages, television-to-film- 
to-television. This double appropriation offers clear exam- 
ple one way which the televisual text The 
program spreads into program break, and the break spreads 


11. Television, turn, uses the same kinds maps 
flaunt historicity. 


into program. The textual ambiguity that results from this 
helps create context essential for effective 
broadcast adaptation. short, leveling categorical distinc- 
tions that exist the source film, televisual adaptation can 
better and the older text for its own 
ends. Textual spreading and ambiguity mean, effect, that 
the source material longer stands the master its mean- 
ing. Furthermore, this leveling and reanimation process uses 
televised political footage, footage that associate with his- 
tory, realize its ends. The actual verbal content the doub- 
transformed footage Reagan articulating xenophobia 
about communist hordes the banks the Rio Grande." 
And that comment raises issues which will return later, 
for implicates another important televisual operation. 


BOXED ENDTITLES JOINED 
WITH NEWS ANCHOR 


Blurred media boundaries and textual ambiguity create 
general context from which hybridization can take place. The 
source film used historical footage from television give it- 
self currency. Broadcast adaptation utilizes counteracting 
process. Other televisual operations, however, are less pas- 
sive the way they "work over" source material. For in- 
stance, broadcast news forms constantly work mirror 
infiltrate the fiction the film— either narrative analogy, 
specific reference, hybrid televisual forms. Chief among 
the latter category hybrid visual forms the use 
ture album" style graphic box, typically inserted over the 
film's endtitles. This device brings the broadcasting station 
the film before the movie the endti- 
tles roll and the theme song plays, the female news anchor 
from the upcoming O'clock news show, previews the 
coming programming around three points. From graphic 
box the right half the image, set back from the screen 
degree angle, she comments: "Up next News 13: 
We'll tell you how suicide and new suspect may help 
solve headline making murder. Consumer reporter Ken 
Daly tells you about the "best buys tiny 


JUMP CUT no. 


12. The world the fiction wheels back like door. 


surprising change in...child support.” 


After these three stories are previewed, the graphic pic- 
ture box rotates back toward the picture plane, and the endti- 
tles and theme music continue without further displacement 
(figs. 12, 13, 14). Apart from giving sense that tele- 
vision has encroached upon the fictional world, this operation 
two specific effects. First, the anchor appears over 
the graphic field while the swelling and orchestral score 
continues underneath. result this fluid operation, the 
anchor woman's place and import become heightened epic 
and tragic proportions. She appropriates the film's rich con- 
notations history, tragedy, and passion for her own ends. 
Her news discourse gives itself the kind earthshattering 
import that viewers confronted during the previous two 
hours. 


Whereas music conventionally functions emotive edi- 
torial device that the film/video program, 
this case reality/news seems editorialize and comment 
the music. The presence becomes literally imaged- 
and voiced-over the film's footage and soundtrack. forci- 
bly infiltrating and unseating the signified the film-music 

this way, the presence allows itself become the 
new target and referent musical connotation. Formal devic- 
within the film then, like music and titles, are fair game for 
appropriation television its repertoire adaptation. 


SPLITTING VIDEO AND AUDIO TRACKS 
ABRIDGMENT 


Another, less obvious but pervasive form stylistic re- 
vision involves the electronic audio and video 
tracks post-production. Splitting typically used con- 
ceal elision. Several the source film scenes have major por- 
tions deleted broadcast adaptation but through splitting, re- 
tain sense continuity. Given the fact that great deal 
dialogue lost these sections, the way that continuity 
maintained worth noting. one scene the film, the char- 
acter Boyle seeks identification papers for his Salvadoran 
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13. The lurks “underneath” the cinematic 
presentation and coexists with the graphic box. 


acter Boyle seeks identification papers for his Salvadoran 
woman-friend offering U.S. advisors secret photographs 
leftist weapons (fig. 15). 


Most the original scene deleted for broadcast. 

last line common dialogue that occurs both the film 
and televised version, the broadcast splits separates sync 
audio from picture. For broadcast, the picture corresponding 
the original sync statement disappears. Now the line dia- 
logue functions for use the end the revised 
and greatly shortened scene. This split-off line dialogue 
becomes over" completely different reaction shot 
Boyle the table (fig. 16). 


result this operation, Boyle's image longer 
appears its original shot-reverse-shot sequence, sequence 
that had focused heated political dialogue. Boyle's new 
image becomes instead emotive and the 
scene re-defined explicitly psychological, rather than 
political, way. The scene, its split and abridged form, now 
singularly and primarily deals with Boyle and his woman 
friend. 


The simple operation splitting off and later reusing ex- 
isting dialogue voice-over bridge redefines visual imag- 
es, but not syntagmatic Kuleshovian way. redefines 
instead using new and simultaneous sound-image rela- 
tions. Unlike censorship and automatic dialogue replacement 
(operations that typically flag themselves mismatches 
audio presence), the technique splitting tracks results 
less obvious hybridizing operation. With splitting and bridg- 
ing, the original audio presence audio ambience the 
scene remains. The film may include the same images and 
sounds but now different relationships. result, 
film's meanings are volatile and prone change. Here, the 
same scene, discourse about Latin American military in- 
volvement transformed into portrayal love.” 


NEWS PREVIEWS 
One the most overt and persistent stylistic devices that 


PUBNTES 


ANN 


14. After coexisting with the news image, the 
endtitles rotate surface soundtrack continues. 


infiltrates the film the practice previewing the 
news" (fig. 17). Constant news previews keep the issue 
historical consequence the viewing agenda. Again and 
again, the fictional world halted, set aside, and frozen 
while television shifts its discourse the ads and 
news. Within the televisual flow feature film, news- 
breaks assume attitude that both catchy and exaggerated. 
With only few seconds "hook" viewers, news breaks 
typically start with interview quote sound bite presented 
out context. The break then states the challenge premise 
that the newsstaff will tackle that evening, and then the an- 
chor gives "just plain folks" appeal and invitation watch. 
Prominently displayed newsbreaks during this broadcast 
title graphic that repeats visually the same ponderous state- 
ment that the viewer hears the soundtrack. image and 
sound, this evening's newsbreak earnestly asks the following 
question: Noriega get fair 


News previews are structured their temporal proximi- 
and sequential relation important elements the telev- 
vised film. The first segment film (or "Act classi- 
cal dramaturgical sense) typically aims set dramatic 
fiction presenting the story's chief underlying problem 
conflict.9 the case SALVADOR, the violent and con- 
fusing first act the film seems ask, “What the hell 
going this Central American (fig. 18) 


Television “answers” the film's dramatic hook and prem- 
ise with matter-of-fact news preview that questions whether 
Noriega can get “fair trial." (fig. 19) commonplace 
theory that narrative discourse depends upon cause 
and effect relations. Elements the story world, even frag- 
mented and apparently discontinuous ones, are made 


Here, through segmentation and through juxta- 
position, the film's overarching dramatic premise question 
narratively answered the news. That is, (fig. 18) war 
Central America nightmare, THEN (fig. 19) (Can there 
be) fair trial for Noriega." Though both the film about 


15. unusually long and expository “soap box” scene 
original film will edited seamless way. 


raphy Central America, the cause-and-effect relation be- 
tween the scenes absolutely artificial and textual. 


Such process uses fiction set up, heighten, and en- 
hance the vantage from which television sees and the authori- 
which television speaks. fictional world which 
provides answer, television promises one. The issues 
violence and war are tough and pressing. Yet the televisual 
response polite, authoritative and helpful. The anchor 
smiles the viewer and says "hello." 


Other breaks continue the cause and effect pattern. an- 
other instance, the break again raises the spectre Noriega 
the issue which the film's dramatized musings Cen- 
tral America will The fourth major station break 
includes newsbreak that includes the following three items: 
(1) "General Manuel Noriega faces the bench justice Mi- 
ami...," (2) "Lunch restaurant the Crenshaw district, 
ends hail bullets," "And (3) "Prostitutes and 
the spread this preview, the station again leads 
with the Noriega political and the news 
narrative Notice the additional rhetorical 
the station gets its juxtaposition film fiction, news, and 
local reality. The urgency the Central American viewing 
agenda spreads out and affects other items the news agen- 
da. hail bullets Los Angeles, and the issue prosti- 
tutes and AIDS, the secondary stories, resonate analogy 
events fiction and America (e.g., 
urban gun battles, prostitution, and wom- 
en").11 Clearly, this sense urgency permeates other items 
the flow. Secondary stories become intertextually caught 
causality results, however, through this kind 
linkage and juxtaposition news programming. Through 
this process, the station awards itself credibility. does 
making more than just overt link between the re- 
ality and the film's fiction. The station's own ostensibly tan- 
gential news agenda becomes re-coded urgent narrative 
international proportions. 


16. The classical reaction shot begs for redefinition 
through altered voice-over, splitting, and abridgment. 


PIGGYBACKED STUDIO PREVIEWS: 
STONE'S BORN THE FOURTH JULY 


Broadcasters are not the only agents appropriation. 
Little would gained blaming television the culprit re- 
sponsible for the degeneracy texts suggest- 
ing that conspiracy misrepresentation defines television. 
fact, the process appropriation characterizes much the 
mass media. With broadcast adaptation particular, the dy- 
namic appropriation also includes textual forays and in- 
vestments Hollywood's feature film industry. Film pre- 
views television offer financial rewards owners and 
marketers past films. Contemporary trailers can, fact, 
re-value "dated" films that are textually linked those trailers 
broadcast. The following sequence aptly demonstrates 
how the inertia contemporary promotion can re-value and 
resuscitate dated films and dead texts. 


preview for the feature BORN THE FOURTH 
JULY (fig.20), graphic subtitles boldly announce the 
film's nomination for many awards including "Best Director, 
Oliver Stone." shot the preview, the U.S. flag su- 
perimposed over face, and shot see news 
clip Cruise stating, say you don't love America 
then get the hell out. love 


While the videocassette the feature SALVADOR 
still circulation, its theatrical run many years over. Studi- 
can still make money the past film, however, through 
retroactive process transference. (fig. 21) They can market 
not just film but also director's reputation and body 
For the price second spot the 
film studio gets two hours viewer experience defined 
coming from Oliver Stone. The preview makes the viewer 
conscious Oliver Stone works that now 
includes the headlining star Tom Cruise. Whereas the pro- 
gramming SALVADOR clearly referred current events 
Central America, also referred the release Stone's 
new film, BORN THE FOURTH JULY. The latter 
film had become media event January 1990. Images 


JUMP CUT no. 
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17. “just plain folks” Larry Attenbery 
gives respite from international carnage. 


sounds Stone, Cruise, Kovic, clips the film ap- 
peared almost every venue the mass media that cover 
the entertainment industry. 


Reminiscent the way that Universal shielded itself 
from critics the LAST TEMPTATION CHRIST— 
marketing Martin Scorsese's "personal artistic expres- 
sion"— BORN THE FOURTH JULY was pitched 
the public true and personal story from Stone and Kovic. 
Notice the highly intense eyes the composite Stone-Kovic- 
Cruise, witnessing war's horror fig. 21. January's broad- 
casting the film SALVADOR clearly paled beside 
the simultaneous national promotion and release BORN 
THE FOURTH JULY. Nevertheless, 
broadcast adaptation afforded the producers opportu- 
nity and site for marketing the later film. 


connection and similarity between the two exists 
more than the level plot and scenario, although both 
works deal with man's journey through violent hell 
and The films also share similar, explicitly stated 
ideology. Promotional and on-air quotes the marketeers 
and promoters the later film, however, went extremes 
contextualize its fundamentally anti-governmental stance 
actually pro-United States. This repatriating tactic did not 
just depend upon having the characters James Woods and 
Tom Cruise assert their patriotism within each film, although 
both do. Instead, televisual repatriation was also done the 
context politics outside the film and broadcast. Janu- 
ary Kovic was being touted the next important candidate 
the Democratic party Southern California, while the Re- 
publican bastion that dominated Orange county attacked both 
Kovic and Stone's left-leaning liberalism. Published state- 
ments ripped Stone and his liberal boys from Hollywood. 
Given the possibility that the Fourth July film might propel 
Kovic Stone, both, into office, archconservative 
Representative Robert dared Kovic and Stone take 
the Republicans: 


Kovic going have defend the Hollywood far left. 


4 


18. chaotic and violent footage, here the 
mass murder Archbishop Romero’s funeral. 


thinks he's going recruit Oliver Stone and Top- 
malcontent Tom Cruise, and bring the whole 
Jane Fonda team down here Orange County, wel- 
come it. Let's go."(Los Angeles Times, 5/1/1990) 


The mass marketing U.S. films depends upon ide- 
ology universal appeal. Probably because this, market- 
ing rhetoric, effaces and neuters the obvious anti-status quo 
stance both films. Both characters, Boyle and Kovic, are 
interpreted having and sacrificed for their coun- 
tries. Both films are presented autobiographical and per- 
sonal. Consider the strange and striking similarities between 
the the following three public statements, all col- 
laged together this same broadcast event: 


"Well, love Cruise, film trailer. 
believed America..."— Dialogue from Stone's 
SALVADOR. 


Thanks, Placard held greatful 
Panamanian citizen thanking U.S. military for invading 
her country. 


From such combinations, one might suspect that the 
Stone-Kovic-Cruise-Boyle persona had snowballed hemi- 
spheric proportions, and was now also shared the Pana- 
manian citizenry. this light, the plug for the more recent 
Stone movie during the hybridized broadcast SALVADOR 
actually worked stress not both films’ anti-heroism but 
corporate ideology weathered and sacrificial patriotism. 


Notice that while the main thrust the programming re- 
lated SALVADOR Noriega and Panama, this secondary 
connection invoked different kind history, biographical 
history. Personal histories effectively market the present 
referring the past, BORN THE FOURTH 
JULY did reference SALVADOR; Stone did ref- 
erence Kovic; the studios did reference Stone. In- 
voking the history director Stone establishes the validity 
both film accounts. Whereas television news appropriated the 


19. “answers” the horror and chaos 
the fiction with specific rhetorical question. 


fiction insure its own aura urgency and import, Holly- 
wood appropriated and infiltrated the same fiction legiti- 
mize its aesthetic and economic programme. This tele- 
visual text, then, clearly open and receptive 
appropriation various fronts. 


PIGGYBACKED PREVIEWS FOR OTHER 
TELEVISED MOVIES: THE BORDER 


addition promos for the film being televised, and 
previews within the broadcast for other features, the televised 
SALVADOR also included station promos for subsequent 
film broadcasts. The short promotional spot for THE BOR- 
DER, slated for broadcast two days later KCOP-13 par- 
ticularly instructive. Short and the point, the promo for 
THE BORDER occurs the 9th non-program item, exactly 
half-way through the 2nd television break. The presents 
pressing voice-over appeal the viewer: 


Saturday night personal problems force border pa- 
trol officer risk his career—and his life, the exploi- 
tation illegal Mexican immigrants. Jack Nicholson 
stars the action-adventure THE BORDER. 


one were substitute the following words, the synop- 
sis would apply easily televised presen- 
tation— which contained THE BORDER promo. 


Personal problems force photographer risk his ca- 
reer—and his life, the exploitation illegal Salvado- 
ran immigrants. 


The border, exploitation, and immigrants, all function 
overt themes SALVADOR. Programming makes broad- 
casts congruent based perceived similarities plot and 
point view. Significantly, the promo refers the film 
genre picture. Both personalizing 
the story and the self-conscious application genre cat- 
egory, television mediates and distances SALVADOR (even 
more than THE BORDER) from its agressive political cri- 
tique. The promotional language the televisual text effaces- 
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20. Creating composite Stone-Kovic-Cruise the 
experienced veteran, politico, and sensitive artist. 


politics and asks viewers see such films dramatized per- 
sonal problems. will show later that this hybridizing dialec- 
tic between the personal and the political also helps shape the 
program's various operations elision. 


BREAKS: SEGMENTATION AND CONTINUITY 


Other additive elements are less obvious than promos 
their reference the televised film. Chief among these appar- 
ently obligatory additions the broadcast are the large num- 
ber ads within the televised text. While Raymond Williams 
referred television advertising part the pro- 
gramming, later theorists like Browne and others have em- 
braced the idea that this infusion and expansion the text 
creates kind This academic vision televi- 
sion expansive and unifying text contrasts with the in- 
dustry's own explicit view such ads part 
is, the material between the show. Although 
critical theorists like have clearly shown that 
symbiotic relationship exists between ads and program, in- 
dustry writers still conceptualize their task basically intra- 
textual, concerned with the narrative unit. analysis 
the first programming break SALVADOR reveais some 
interesting and overt linkages between program and non- 
program material. 


the commercial ads sold here the majority focused 
domestic and hygienic goods and products. ads, the 
four that appear during the first half the break are broad 
their address and appeal both female and male consumers. 
These ads sell variety goods (food, audio tape, charge 
card, snack cakes, and Italian sausage). During the second 
half the break, the implied viewer also broadbased (un- 
derwear, food products, cold medicine), although more 
these ads clearly appeal female consumers (feminine 
douche, finesse hairspray, etc.). Such ads not have the 
clearly male focus one might expect find supporting vio- 
lent boy-action picture like SALVADOR. The ads’ emphasis 
the familial, domestic, and hygienic (middle-class) goods 
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21. Graphic markers indicate common artistic source 
the two films credit. 


and services may provide key the kinds revisions tha 
the televised version the film. The film SALVA- 
DOR explicitly attacks middle-class mores, decorum, man- 
ners, restraint, morality, cleanliness, and women general. 
Yet the ads suggest that the televised version the film 
aimed precisely audience defined those traits. The 
elided aspects the film, fact, are these most repugnant 
the sanitized world depicted and idealized the ads. When 
Doc his physically lowest, covered with filth and 
has amoebic dysentery and several sexually transmitted dis- 
eases. steals food from plate, then verbally 
erupts Boyle: 


I'm stuck the middle this fucking country. can't 
speak the language. got the shits, and only got fuck- 
ing dollars... gotta get outta here, man... 


The downward trajectory these characters toward 
amoral anarchy, clearly odds with the upbeat world 
bodily and familial maintenance suggested the ads. Flitter- 
man and others have referred the complementary relation- 
ship ads and program resulting from need address 
and exploit the daily schedule and viewing 
the case daytime soaps, the continual lack textual clo- 
sure solved the falsely resolved world the ads. For 
the daytime viewer, ads pose congruent relation 
between the sopes and the world the home mak- 
er. different kind viewing habit implied this broad- 
cast, however. The cinematic fiction SALVADOR, con- 
trast, signals its extreme dissimilarity to, and utter disregard 
for, the viewer's world. The net effect the film text less 
one irresolution than perpetual estrangement. film, 
SALVADOR achieves its effect alienating its characters 
from their increasingly bizarre surroundings. The viewer 
the film has similarly bizarre experience, since the film de- 
picts the Central American physical and bodily 
absolutely alien the North American suburban culture asso- 
ciated with mass market television. 


Broadcast adaptation confronts tactic 


22. THE BORDER aired day afier SALVADOR ade- 
facto Latin America week following Panama invasion. 


cinematic estrangement head-on. Whereas the original film 
exploits viewers’ anxiety through extreme dissimilarity 
dissonance, the interjected television station material does 
just the opposite. Added broadcast material tends work 
constant analogy the film spectacle. fills the emotional 
void caused the film's acts estrangement. soothes and 
mediates the dissonance between the viewer's world and the 
world the filmic spectacle. Broadcasting offers itself the 
known and knowing agent capable and ex- 
plaining the cinematic and political abyss. continually 
broaches and barters connections other programming 
forms process that directly promotes the station's other 
offerings. fact, the site televisual adaptation market- 
place. The televised isa product that stylistically 
drawn, quartered and packaged under many different labels. 
analysis SALVADOR suggests that the stylistic re- 
packaging the film works make its cinematic spectacle 
more palatable and more universal. Feature films, seems, 
are forever open redefinition. Historical events change the 
agenda and expectations. this particular case, the 
visual spectacle estrangement the film SALVADOR ac- 
tually intensifies the sense congruence and comfort of- 
fered and televisual spectacle. 


ELISION: GEOGRAPHICAL RELATIONS 
TRANSIT 


primary interest here has been examine formal en- 
croachments that the adapted film text, but even 
elided material re-constructs new text for 
broadcast. Along with its general strategy deleting person- 
al, biographical, and causal motivations from character, the 
broadcast film consistently deletes all transit sequences. Any 
clear sense geography for the viewer lost well. One 
the earliest and most obvious elisions film material that 
depicts travel and geography the sequence dramatizing 
Boyle and Doc's down-and-out drive from Cen- 
tral America (fig. 22). the original film version, shots 
comprise the montage sequence and show the characters 
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23. Short transit montage opens image highway 
recognizable Southern California desert. 


their way Salvador. the television version, however, 
the characters make this 2400+ mile journey total three 
shots that last matter seconds. The car each shot sug- 
gests continuity action. Time and space are filmically, 
massively condensed. Dialogue occurs entirely voice over, 
the soundtrack pop, and the few surviving shots are 
stitched together with video dissolves. close analysis 
this transit scene instructive. This massive 
geographical ellipsis, typifies kind narrative condensa- 
tion pervasive the first half the film. 


From couple traveling shots the opening the 
montage (fig. 23), filmed clearly the deserts Southern 
California, the television viewer immediately confronts 
mileage sign Salvador itself. (fig. 24) One wonders 
whether this televisual ellipsis (through video dissolve) im- 
plies that the men are traveling "Santa Ana” suburban 
Los Angeles rather than city Central America. any 
case, the net effect implies that the land where "they kill peo- 
ple” actually just our doorstep. 


This hybrid visually creates and suggests geo- 
graphical threat and xenophobi ia. The program repeats the 
threat explicitly two other times. News age the film 
Ronaid Reagan that the spread Communism Latin 
American soon threaten Later, U.S. 
embassy military advisor baits Boyle suggesting the spec- 
ter "Cuban tanks the Rio This isolationist 
model fortress United States, threatened communist 
conspiracy and the influx illegal aliens, provided com- 
mon theme U.S. mass media during the decade the 
1980s. Here, the interest narrative expediency, the my- 
thology becomes perpetuated through televisual shorthand. 
Whereas the narrative "cause" the characters’ trip shown 

through series dramatized personal rejections, the narra- 
tive. "effect" step next door into the kind hell known 
Salvador. (fig. 25) 


Personal rejection, car, border mileage sign San 
Salvador and Santa Ana. This the symbolic route that tele- 
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24. Elided transit montage: boys driving “deathmobile” 
and fleeing the insensitive “bitches” their lives. 


vision viewers travel order play the new Un- 
like the film’s car trip, the televisual route efficient, visual, 
depersonalized. Boyle's personal history completely re- 
moved justification for the sequence. The textual vacuum 
created this elision filled mere transition. The origi- 
nal narrative flow, then, subverted. The television program 
creates artificial causality (and space) between the surviv- 
ing visual and textual elements. 


PROGRAMMED CONFUSION: 
THE SPECTACULAR OTHER 


began this article reference several broadcast inci- 
dents that betray television's appetite for shifts between histo- 
and fiction. will end citing two additional examples 
that suggest the ideological stakes involved this process 
encroachment and resuscitation. January 12, 1990, 
Television correspondent covered the inauguration 
Chile’s newly elected government, and described Vice- 
President participation the event. Not once but 
twice the reporter mistakenly referred Quayle meeting 
with (the deposed president Panama) rather than 
with his actual contact, Daniel Ortega Nicaragua. Although 
the two men’s political positions could not have been more 
different, the names were apparently the 
news staff and editors. retraction occurred the news 
show that followed. Two months later, the new govern- 
ment Violeta Chamorro was being Nicaragua, 
U.S. stations (and even local affiliates) sent their various 
headlining correspondents cover the occasion and boost 
ratings. on-air phone-in report ABC commentator 
Bruce Herschenson from Nicaragua detailed the changing sit- 
uation Managua. After extended discussion with Her- 
chenson, perplexed studio anchor Paul Moyers asked, "Are 
you Salvador?" Herschenson responded, "No, Nicara- 
gua.” Only slightly less Moyers concluded, 
"You're 


Countries, nationalities, leaders, political all 


| 
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25. Within seconds the desert they pull into 
deadly Salvador where wil! pay for their sins. 


apparently are interchangeable when comes the worldly 
spectacle "out leveling particulars and partisan- 
ship, televisuality makes the global spectacle open infinite 
appropriation. suggesting that the process appropria- 
tion and resuscitation does not just function artistic 
transformation that targets and revalues dated Hollywood 
producis like SALVADOR. The constant unfolding and de- 
contextualization current historical events television 
provides ample resource, excuse, for animating any 
dead cultural text. Through stylistic encroachment, televisual- 
ity adapts and hybridizes existing texts way that makes 
them acutely open political appropriation. History/Text, 
News/Film, Reality/Fiction. broadcast adaptation, these di- 
alectical terms are used currency the televisual system 
exchange. Yes, war makes good television, even re- 
makes dead 


NOTES 


good example that combines various critical Gulf- 
War balance and objectivity “Screening the War: 
Filmmakers and Critics the Images that made Interna- 
tional Documentary (Spring, 1991): 20-25. The analyses make 
the war's ideological effects programming outside 
the coverage itself. 

drawing especially the work White, who “Tel- 
evision: Narrative, History,” Cultural (1990): 282- 
300, describes the important process television both 
duces" and the ides 

See Televisuality: The Emzrgence and Performance Visu- 
Style American (New Brunswick: Rutgers Univer- 
sity Press, 1993). 

Although likely, due the lead time needed schedule fea- 
tures television, that SALVADOR was programmed response 
the December 1989 uprising Salvador (an event that 
only few weeks before, shocked westerner its feroci- 
ty), the actual week the broadcast clearly placed the fiction within 
the context the war Panama. 


26. carnage appropriated and 
xenophobia the Rio Grande. 


CAMARENA followed weeks promos that preceded pro- 
claiming “Long before NBC, the time promoted 
the mini-series, apparently saw Noriega the master paradigm for 
their docu-fiction. least the Camerena story became inter- 
changeable with the Noriega story. underline the extent and ac- 
ceptance this conflation fact with fiction, the Mexican govern- 
ment responded NBC news special corruption with 
adamant protests. them, both Tom special, and the Ca- 
marena mini-series, which was overtly linked and programmed, 
addition its racism, unfairly indicted and linked the Mexican 
government with Latin drug corruption. 

Operations which originate "Standards and Practices” depart- 
ments and involve the replacement dialogue video post- 
production usually takes the form “automatic 
dialogue whereby narration recorded later and in- 
serted into the original mix replace language. 
The technical quality that results varies, and differences ambient 
noise usually signals astute viewer that dialogue has been re- 
placed. This type substitution widespread and can accompa- 
nied warnings that televised material adult nature that 
not for sensitive viewers. Since censorship-based ADR ac- 
knowledged self-consciously the industry, lacks the apparent 
arbitrariness many the other, less obvious, hybridizing televis- 
ual operations that focus here. 

SALVADOR includes the use numerous clips and "actuality 


normally associated with fact, documentary and reportage 
titles, newsreel, and video footage—all examples tele- 
visual language utilized within the film production itself. 

referring here Nick Browne's concept the 
described "The Political Economy The Television (Su- 
per)Text", Quarterly Review Film Studies, 1984, and Ray- 
mond Williams influential the broadcast described 
Television, and Cultural Form (New York: Schock- 
en, 1974). 


This widespread view narrative structure found many 
popular and works screenwriting and film, including 
Syd Field, The Art Screenwriting (New York: Dell, 1979). 

10. Robert Scholes’ view 
described in, and Narrativity Film", Film theory and 
Criticism, Mast and Cohen (eds.), (New York: Oxford Press, 
1985), 390-403. 
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11. The line referring his "many women" was used both the 
mass media reference Noriega's lifestyle and condemna- 
tion Maria Boyle's lifestyle the film SALVADOR. 

12. Tania Modleski, Loving With Vengeance (New York: Me- 
thuen, 1982). 


13. See especially Sandy “The Real Soap Operas,” Re- 
garding Television (Los Angeles: AFI, 1983), 84-96. 

14. reported the Los Angeles Times, Friday April, 1990. 
June 1992 “reporter” Herschenson was the far right Republican 
candidate for the California Senate seat. much for journal- 
ism’s celebration neutrality. 

15. would like thank the Scholarly and Creative Activities Com- 
mittee, the Office Research and the California State University, 
Long Beach for providing the time necessary complete this re- 
search. 
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SALAAM BOMBAY! 


(Mis)representing 


child labor 


SALAAM BOMBAY! marks departure from the 
powerful and one-sided flow media texts from the “First” 
the “Third World.” film from “Other Worlds,” 
borrow term from Gayatri Spivak, SALAAM BOMBAY 
made Mira Nair, Indian filmmaker, woman col- 
or. Its warm reception western audiences encourag- 
ing sign, since despite India's large film industry, few Indian 
films reach western audience. Films about India that 
reach the west have been made westerners presenting 
their view the Orient. These films are representations 
the Other rather than self-representations from “Other 
Worlds.” However, wish question how much indigenous 
authorship—as the case SALAAM 
more “authentic” representation the "Other 
World.” 

think that receive the film SALAAM BOMBAY! 
film from "Other raises complex issues about rep- 
resentational politics, which arise out India’s complicated 
colonial history. Who makes the film? For whom? And how 
does shape what said? other words, the film's textual 
politics can only analyzed posing these kind rhetor- 


ical questions. this paper will analyze SALAAM BOM- 
terms its politics production and politics 
reception, which see tied its textual politics. poli- 
tics production mean locate the subject-position 
the filmmaker, which constituted specific 
history. will examine this film's reception two leveis: 
first, how the content the film text shapes its reception; 
and second, the position the text occupies film 
and tele-visual space. particular, will jook the film's 
reception the grounds the “First World” and the repre- 
sentation “Other Worlds” within it. 


The reason for tying the textual politics the film 
the politics reception has with the nature own 
engagement with the film. wish present own subject- 
position viz-a-viz the text and the audience. Having seen the 
film advertised “docudrama” about the street children 
Bombay, played those actually engaged child labor, 
and having grown India and thus familiar with this 
scenario, was disappointed the film. Its overwhelming 
success with western audiences motivated try un- 
derstand their response. showed the film university 
students, and will report their responses along with 
analysis. this, fully cognizant the problems 


ry 
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es 


involved privileged position media critic repre- 
senting the audiences’ reaction through the movement 
make between audience response and the film text. in- 
tention here highlight some features the overwhelm- 
ingly positive response the film and point out how the 
film text shapes this. 


The film SALAAM iraces the story 
Krishna, boy, about twelve years old. Abandoned cir- 
cus company that works for, buys ticket 
Bombay. are told conversation has with another 
child that left home because famiiy fend and 
raise 500 (approximately the wage un- 
skilled worker) before can home. Working local 
tea shop that services neighborhood brothei and befriend- 
street-adolescent, Chillum, who sells drugs, Krishna 
encounters the underworld “Thizd World” 
Several parallel stories are into the plot: one revolves 
around “Sweet Sixteen,” young girl from Nepal hos- 
tage the brothel, victim the traffic women; sec- 
ond story deals with another prostitute the brothel, sin- 
gie mother, love with local drug pusher and struggling 
raise her five year old daughter, Manju; third story 
about Krishna’s friend Chillum and his addiction “brown 
sugar.” 


will report what appealed the university students 
whom showed the film and interviewed after the screen- 
ing. The film was received with unanimous and unambigu- 
praise members the audience. Identification with 
Krishna was ubiquitous: “He was good....so responsible.” 
The fact that Krishna was not rough hardened his cir- 
cumstances made him all the more appealing: “He did not 
drugs....He worked hard earn his money....He ‘looked’ 
his role.” This latter point seemed sufficient establish his 
credibility. The film evoked maximum involvement the 
narrative line the characters, the plot, what happened 
whom, the personal relations between the children, the 
nameless prostitute and her relationship with her daughter. 
University students seemed enormously satisfied with the 
narratives about the various characters, the characters’ ac- 
tions and whether not they were justified. This how the 
“magic realism” seems work. The film can accepted 
and appreciated powerful rendition the manifest real- 
ity the “Other World” portrays. 


For this reason argue that could story pathos 
situated anywhere the world. Aside from the trappings 
language, idiom and locale, not see the nexus drugs, 
poverty, aid prostitution the Bombay underworld be- 
ing any way particularized representation metropo- 
lis India. unable see how this story would dif- 
ferent set Dickens’ nineteenth century England 
contemporary New York City Chicago. 


When probed the students about what the film told 
them about world they knew nothing about, they did have 
questions: “Do all parents abandon their children? Does the 
state take away children from their parents?” they asked. In- 
terestingly SALAAM BOMBAY! resembles the clichéd 
genre commercials that people are familiar with U.S. 
television which solicit good-hearted North Americans 


donate their dollars adopt/support children “Third 
World” country. not the film's appeal emotions that 
consider problematic. the glaring omission the speci- 
ficity the situation which Nair attempts delineate. 
particular, the film omits issues concerning child labor and 
rural displacement. 


asked about the reactions child labor. One 
student was shocked see young children working. An- 
other student felt the children were lucky have jobs 
support themselves. any rate the scarcity jobs liv- 
ing wage did not seem issue. Yet another student 
commented that children's having jobs was offered back- 
ground information about the characters, but itself did 
not seem important. Nair’s own motivation for making the 
film, the starting point all, was her experience seeing 
children selling newspapers while stopping red light 
when she rode taxi Bombay. The children were 
weaving dangerously between the cars imploring people like 
herself buy newspapers. Since child labor rampant 
India, its presence inescapable even the casual tourist, 
surprising how much Nair elides the issue. However, 
“You cannot show everything,” member the audience 
argued with me. 


The displacement the children from their rural homes 
the back alleys Bombay does surface SALAAM 
BOMBAY. Within the narrative economy the film, fami- 
feuds are invoked the cause this displacement. Here 
was moment the film where narrative cause-effect 


connection, used repeatedly, could have been mobilized 


explore deeper connections between social institutions and 
their effects peoples’ lives. The actual cause displace- 
ment set motion dispossession land— that oldest 
modern tragedy capitalism, the rise rural unemploy- 
ment, and the subsequent migration the city search 
jobs. The film completely represses these casual connec- 
tions the same way does the issues surrounding child 
labor. 


Had Nair chosen more analytic direction, she would 
have avoided the rather specious representation children 
abandoned their parents living like orphans. picture 
closer reality would depict parents who not abandon 
children but rather view children asset the family 
and their labor essential contribution family income. 
Specifically this rural migrant family custom gets trans- 
posed onto urban capitalist relations, making children 
source cheap and easily exploited labor the city. Im- 
poverished rural migrant families not see educating their 
children avenue for achieving upward mobility. Ener- 
directed towards mere survival. 


What worse that the narrative gives rise com- 
plete misperception the problem. The film presents the 
problem families abandoning children, the one hand, 
and the state, the other hand, making authoritarian in- 
terventions family life taking away children from 
“dysfunctional” families. This familiar scenario the 
western audience and read into the Indian context. 
perhaps farthest from the heart the problems confronting 
street children India. Nair’s plot line, while succeeds 


maintaining narrative momentum, 
fails because ends with 
merely symptomatic reading 
poverty and despair. 


Thus sequence towards 
the end the film, Manju (the 
prostitute’s daughter) and Krishna 
get picked the police and 
thrown into state detention cen- 
ter. Manju gets taken away from 
the prostitute (against her mother’s 
wishes) and loses her family just 
like Krishna already has, although 
for different reasons. This loss 
family that the film repeatedly 
points incredible, especially 
when matched against social reali- 
ty. State institutions are strained 
and overcrowded not because they 
actively round children the 
streets but because these repres- 
sive, reformist institutions, whether 
philanthropic penal, are always 
underbudgeted, underpaid and understaffed. The sequence 
that follows Krishna’s escapades the state-run detention 
center appears added reveal the dismal conditions 
State institutions which are suppose function alter- 
native life the streets for these children. 


But here again, Nair merely skims the surface an- 
other weighty issue ridden with complexities the issue 
minors, criminality, law, and repressive reform structures 
like detention centers. the Indian state 
faulted for its relation children, not for its solicitous 
and paternalistic interventions family matters but rather 
for its utter lack about regulating large and small 
scale employers for their egregious violations labor laws, 
exploitation child-labor, and the failure bring them 
book for their widely known area. SA- 
LAAM indicts both family and state for cal- 
lous attitude towards children, but the question remains, 
crux the problem child labor? 


The film depends traditional, overused, and gener- 
alized account decadence, dislocation, the depravity 
street life, the pathos drug abuse, poverty and prostitu- 
tion. structuring the film around brothel, and the lives 
prostitutes and drug pushers, Nair exercises choice, includ- 
ing plot lines about adults trapped the manipulations 
love/sex relations. The story Baba, the drug pusher, and 
his relationship with Sweet Sixteen and the prostitute/single 
mother are narratives victimization that guarantee audi- 
ence interest and attention, since audiences always have 
appetite for such stories. But such major inclusions are 
choices the filmmaker makes the cost excluding other 
aspects the children’s lives the street which the film 
purports address. 


locating the film the setting brothel and 
dealing with pushers and prostitutes, the film engages 
with institutions that are largely tangential the lives 
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“children the street Bombay,” whom the film 
dedicated. one student pointed out, child labor and the 
for survival become background issues the film. 
The struggle find work, job conditions, extortion, under- 
payment and long hours work that working children face 
are only faintly suggested the film and for the most part 
remain peripheral. The film seems more about the life 
children the streets who make quick buck pushing 
drugs, enjoying long hours leisure, gambling, drinking 
and taking buggy rides after they break into old Parsee 
man’s house. 


There too much that not know about the chil- 
dren shown sleeping the streets. How they organize 
get food? water? Where they bathe take shit? 
Many would argue that these are unnecessary and unpalat- 
able details add film. Who would want see these 
children searching for food from garbage cans, bathing 
ponds saturated with industrial effluents using the railway 
tracks take shit? But such images are unpalatable pre- 
cisely because the truth about the everyday lives the street 
grimmer and offers less titillation than the travails 
love among victims prostitution. 


The film offers fable about poverty, tale about the 
misery and suffering the underclass with overpower- 
ing sense hopelessness. this sense reminiscent 
the Italian tradition neorealism the fifties, along with 
its use location shooting and non-professional actors. 
Sica’s film BICYCLE THIEF (1948) emblematic this 
tradition. Like Ricci, the protagonist Sica’s film, the 
boy Krishna tries hard, but circumstances constantly 
against him. Krishna suffers one reversal after another, los- 
ing his family, his “girl,” his job, and the money almost 
makes order back his village. The film leaves 
with merely sentimental account the conditions pov- 
erty and with pessimism about the victimization the un- 
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How class, status, literacy, child labor and exploi- 
tive labor practices impinge each other not presented. 
Instead what deployed narrative structure that relies 
cause-effect formula sometimes used with little credi- 
bility. 


For instance, the process how Krishna becomes in- 
volved with network connections once Bombay 
not all clear. When arrives the city, are shown 
him meeting Chillum and other street-children acciden- 
tally bumping into garbage heap. Similarly Krishna and 
arrest appears staged merely for the film 
make hasty “expose” life inside state-run “juvenile” 
institution. Krishna’s “great escape” from the juvenile de- 
tention center happens the most clichéd style: jumps 
onto pick-up truck that stands outside the forbidding walls 
the juvenile home. This and the subsequent murder 
Baba against the grain Krishna’s character was 
etched out the rest the film: had been shown in- 
nocent and compassionate despite the most adverse circum- 
stances his environment. 


There are moments the film that can read mo- 
ments resistance. One such moment scene where 
tourist bargains with Krishna and Chillum over the sale 
cocaine. Interestingly, every one students respond- 
positively the tourist being “ripped off,” though many 
who had traveled had friends who had traveled had heard 
against “scams” “Third World” countries, 
which they were also aware were “cheap” places visit. 
“He deserved it.” “It was perfectly legitimate for the chil- 
dren rip him off order survive.” But the question is, 
this really “rip off”? the U.S. tourist gone another 
drug dealer, may have got better price and thus avoided 
being “ripped off.” But compared what might pay 
the U.S. being “ripped off?” 


the ontology the international fiscal system and 
badly skewed currency exchange rates favor the U.S. 
(currently for dollar), matter what Krishna, 
Chillum the audience believe, North American tourist 
never “ripped off.” Yet here the audience experiences 
comforting identification with the protagonists and spuri- 
ous sense participating subversive act. They see the 


being “ripped off” symbolic victory for the 


“Third World,” without recognizing the lopsided exchange 
rates that permit tourists get fantastic bargains for what- 
ever they buy, matter what the cost. The audience’s com- 
plicity the children’s condition never brought bear 
the film. Poverty becomes just another commodity circu- 
lated for consumption within the cultural circuit. 


Nair’s own complicity and her inability confront the 
relation between her aesthetic choices and her subject matter 
also serious issue. Film critic Rustom Bharucha accuses 
Nair voyeurism, which director and viewers are impli- 
cated.! case point scene where the camera tracks 
past the red light area Bombay from the “safe distance” 
invisible car revealing the director’s touristic en- 
gagement with the “material” for which she purports have 
strong empathy. essay entitled “Postmodemism and 
Feminism,” Craig Owens discusses Martha Rosler’s photo- 


graphic art, “The Bowery Two Inadequate Descriptive 
Systems, 1972-74.” Rosler intentionally avoids photograph- 
ing the inhabitants Skid Row speaking their behalf, 
while maintaining “safe distance.” Rosler has called this 
“victim photography” that supported the myth “pho- 
tographic transparency and objectivity.” Craig argues that 
“victim photography” only acts 


agent the system power that silenced these 
people the first place. Thus, they are twice victi- 
mized: first society, and then the photographer 
who presumes the right speak their behalf. 


The question that Craig raises involves much other po- 
litically motivated art practiced today: “the indignity 
speaking for others.”3 The scene from SALAAM BOM- 
BAY! described above engages voyeurism from safe 
distance that the prostitutes Bombay’s famous Falk- 
land street become “twice victims” first society and 
then the gaze the camera that absorbs their images for 
free and then puts those images into circuit exchange, 
the profits which never reach them. 


How does one read film funded Rockefeller Foun- 
dation, Britain’s Channel Four, France’s Cadrage and In- 
dia’s own state-owned television, Doordarshan? film 
made about the grimy poverty Third World children and 
received warmly the sensibilities the First 
While examining the politics production cannot ig- 
nore the extensive extra-textual material full-page inter- 
views with the filmmaker newspapers and magazines that 
give news about her “involvement” with the children she 
represented. The children she engaged the film, are 
told, did their lives the streets. They have 
been put the right track, speak. They schools 
now (some are told set Nair herself), they are 
working “decent” jobs. The Sunday Boston Globe reports: 


Five the have returned home their villages. 
Others are school. Others are pursuing work their 
choice. Four work messengers for film companies. 
One runs gambling den. One them now teaches 
sculpture blind children Bombay [italics mine] (16 
October 1988). 


There are two ways reading this. One dismiss 
this work promoting best reformist welfare worst 
old-fashioned charity. From this point view such individ- 
ual solutions fail deal with the depth the problem and 
are mere bandages that fail make dent what im- 
mense problem child labor India. This critique often 
made left-wing radicals, who call instead for fundamen- 
tal changes social and economic organization and the dis- 
tribution resources, achievable only the insurgency 
the subaltern. The other approach made proponents 
those engaged welfare dismiss this radical critique 
and its agenda declaring its strategy alibi for in- 
action. The waiting-for-the-revolution stance denies the val- 
compassion and the tangible service done dismissed 
humanism. While torn between these two arguments, 
feel helped making own judgment reading the ex- 
tra-textual evidence mentioned earlier. The repeated inter- 
views newspapers and news magazines reporting Nair 


= 


and her film have done much 
publicize her humanism. What dis- 
concerts the tenor these 
interviews which the filmmaker 
calls attention her engagement 
and involvement with the chil- 
dren’s lives, which one would have 
hoped the film would have dealt 
with the first place. this 
self-absorbed, self-congratulatory 
tone that permits slot Nair’s 
work the liberal reformist camp. 


Nair claims that part her ob- 
jective was instill the children 
sense self-worth and digni- 
ty.” The imprint U.S. popular 
psychology inescapable this 
statement. The entire post- 
Enlightenment era with its mani- 
festo the “rights man” has 
propagated the notion the indi- 
vidual, “his” worth, success and 
entrepreneurship. The idea the 
individual charge his/her destiny denies the role 
wider social and political forces. speaks with the same 
ideology embedded the voice The Sunday Boston 
Globe reporter who writes about the children pursuing jobs 
“their own choice.” How does Nair hope graft these 
notions onto children who labor for long hours the day 
rag-pickers,4 restaurant assistants the docile work 
force for the piecework industrial system? not their 
choice work these jobs, nor simply matter dig- 
nity and self-worth that will help these children alter their 
lives pull themselves their boot-straps, the my- 
Nair’s speech indicates. 


The aftermath the lives the children that Nair 
hand-picked from the streets for her film has been reported 
India Today: 


Naidu, 17, went back Nagpur and brought his long- 
estranged mother and sister show them the sights 
Bombay. 15, has gone Delhi study and 
work with Barry theater workshop. Saifuddin, 
12, used his get his family’s legal posses- 
sion their house Bihar village. For Manoj, 15, 
the transformation his life has been even more poig- 
nant. had run away from his home Madhya Pra- 
desh village two years ago his father beat him for his 
obsession for sculpting ganesh Today Manoj 
has job teaching blind students sculpt religious 
idols (15 August 1988). 


This the reality the children’s lives. Yet The Guar- 
dian adulatory note the film welcomed the film 
“breakthrough” the west, intriguing those who 
knew little nothing about Perhaps the film’s success 
with the western audience lies precisely the fact that they 
know nothing about India. The report goes tell that 
for young Shafiq, who played Krishna, the main protagonist 
the film, the pleasures commercial cinema are lost for- 
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ever: “All these films appear now. Real life differ- 
ent." Ironically Shafiq’s words could not more appropri- 
ate for the film SALAAM BOMBAY! which sup- 
posed have represented the lives the likes himself. 


How then may address the terminal problem rep- 
resentation, especially when comes representing the 
Other? Speaking the nature intervention possible for 
the intellectual the “texts oppression,” Spivak suggests 
the possibility them and analyz[ing] them, 
disclosing one’s own positionality for the communities 
power.”9 self-reflexive mandate suggested. Dana Polan 
has attempted address the problem representation with- 
the tradition “realism” invoking Bertold Brecht. 
Brecht defines realism revealing series cause-effect 
relations, contrasting with the hegemonic view. urges 
that realism art compared the life depicted. Further, 
Brecht argues, the attitude the viewing subject stems 
from the “attitudinal position the work.” What Brecht 
calls for political art, says Polan, evoke pleasure 
viewing which the same time creates anger, sympathy, 
wisdom and respect. What required both identification 
and critical perspective from which “the old way 
scrutinized” and Pleasure can wrought 
from identification and self-reflexivity. Had Nair situated 
herself, her own relation the children, the factors that 
made her relation and intervention possible and the areas 
where her access their lives and situation was impossible 
due her specific subject position, the film would have 
been built much more honest and open account. 


What then the role the post-colonial intellectual 
“specific intellectual”?11 Cornel West takes sympathetic 
view political artists representing those the margins 
the demoralized, demobilized, depoliticized, and disorga- 
nized people” hoping enlist “collective insurgency.” The 
“double-bind” these artists find themselves “simultane- 


_} 
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ously progressive and co-opted,” since the very operation 
their art reveals the power structure they are imbricated in: 
film funding sources, film festival networks, etc.12 


Edward asks the pertinent and uncomfortable 
question about the role the intellectual contemporary 
politics: “Who writes? For whom the writing being done? 
what circumstances?” Answers these questions, 
argues, should provide with “ingredients for politics 
interpretation.” His argument can well extended the 
gamut cultural workers filmmakers and artists, partic- 
ularly those the business political, social ethno- 
graphic documentaries. useful method which sug- 
gests understand the “audience,” “constituency,” 
“community,” and “opponents” for whom this work being 
produced. Writing, and would add other cultural products, 
are produced for Other, and this has consequences for in- 
The film text and its entire nexus produc- 
tion and reception foregrounds global network, and com- 
plex, hierarchical structure that needs viewed not 
through the telescope the First World, but through look 
its arrangement from the reverse direction the Third 
World. 


The “First World” has always had images from the 
“Other Worlds.” The long-standing relation with the colo- 
nies gave rise the discipline anthropology, more recent- 
termed ethnography, Oriental studies, and cultural stud- 
ies. Those disciplines brought news the master nations 
about distant lands, while simultaneously deploying the 
knowledge/power paradigm that has further strengthened 
colonial rule. Currently popular culture travel, tourism, 
literature, film and now even music videos uses these 
“Other Worlds” exotic locales for telling tales romance 
and adventure the western subject. The logic capital- 
ism economic system that needs constant energiz- 
ing through the production new commodities, constant 
search for novelty. This perhaps can partially explain the re- 
cent outburst images from “Other Worlds” within the 
western world. 


Films like GANDHI, PASSAGE INDIA, and THE 
COLOR PURPLE are distributed widely among western 
audience, partially leading what Isaac Julien and Kobena 
Mercer call and “de-centering” the 
traditional ‘center-margin’ boundaries.14 However, none 
these films have been made members the groups they 
represent. Films made members the Third World are 
only just being granted the rites passage, speak. 


The fact that there are emerging forms self- 
representation originating those “Other Worlds” seems 
suggest improvement over the forms representation 
produced only the ‘First World." And given the incipient 
nature the flow media texts from the “Third World,” 
the few products that are received the west become the 
only images self-representation from the “Other World”. 
The creators these become the ambassadors the ideolo- 
embedded these images. must also bear mind 
what Aijaz Ahmad points out about literary texts, for can 
extended the entire cultural field: there mechanism 
selective acceptance that operates when comes ad- 


mitting writers and cultural artists from “Other Worlds.”15 
Thus texts winning the consent their audience/ 
constituency become part “common sense” and are dif- 
fused into hegemony. 


Sneja Gunew interview with Gayatri Chakravorty 
Spivak speaks the problem reception the First 
World where individual artist/speaker may quickly ac- 
cepted representing his/her entire community. This has 
implications “in terms funding and dissemination their 
work...the few token figures function very secure ali- 
bi.”16 Thus the case cultural representations the so- 
called minorities the First World, given the limitations 
resources available these groups, one idea/ideology suc- 
ceeds the cost others. This continual problem 
among minorities struggling maker themselves heard 
above the din the hegemonic voice, and deeply impacts 
the politics production. 


The authority film like SALAAM BOMBAY! rests 
the filmmaker’s identity Indian. Viewed from the 
First World, Nair represents the indigenous filmmaker, eth- 
nographer, woman color representing her own coun- 
try, her own people. Viewed from the other side the 
boundaries the international division between “First” and 
“Third World,” Nair Non-Resident-Indian that 
class Indians with all the accouterments privileges 
granted the Indian government. The government India 
offers NRIs special incentives invest India, with 
promise favorable returns. 


Nair’s status NRI and the privilege affords 
exemplified her relation with the Indian State. Bharucha 
points the manner which the Indian government despite 
its apparent “animosity” actually went along with the film, 
allowing Nair officially represent India the Academy 
Awards Hollywood. She the same time needs the Indi- 
affiliation “enhance” her “authenticity” and ties “back 
home.” project which they both need each other. 
Referring SALAAM BOMBAY! Bharucha expresses his 
fears about the dangers the NRI, with special economic 
privileges banking, finance and industry being offered the 
authority represent Indian culture and “reality.”17 


member the Indian diaspora, the filmmaker 
Mira Nair has left her home country like many who 
come the U.S. with the hope joining the ranks the 
international cultural elite. She thus falls into the interstices 
the Third and First World, and she part the class 
post-colonial intellectuals and artists the Third World 
practicing the First World. What then the specific con- 
struction this post-colonial intellectual, and her inter- 
vention her/our country necessarily departure from the 
now recognized problem Orientalism? For purposes 
conflating the category the post-colonial intellectual 
and cultural artist, since there little difference their in- 
and historical construction. How does the situat- 
edness such post-colonial intellectual leave his/her in- 
visible signature the cultural representation produced? 


film like SALAAM BOMBAY! interpellates precise- 
the issues self-representation from the “Other World,” 
but the context complex colonial history and its pro- 


duction stratified subjectivities. 
Nair and position post- 
colonial intellectuals must un- 
derstood within the master narra- 
tive two hundred years colo- 
nial history and recent 
decolonization. Tracing the geneal- 
ogy the post-colonial intellectu- 
takes back Lord Macau- 
lay’s famous and often quoted 
Minute Education 1835. Ma- 
known for having laid the 
foundation educational sys- 
tem India, stated its objective 
succinctly: create class 
persons Indian blood and color 
but British taste.” 


The category the post- 
intellectual has been con- 
historically the transfor- 
mation the indigenous elite 
through its encounter with British 
Rule. The counter colonial chal- 
lenge posed nationalism from the mid nineteenth the 
mid twentieth century succeeded creating autonomous na- 
tion states along with well entrenched national bourgeoi- 
sie. from this strata that post-colonial intellectuals 
emerged, and they who have been made the heroes 
the traditional narrative anti-imperialism even they re- 
positioned themselves within the structures set under co- 
lonial rule. 


The post-colonial discourse carried out among post- 
colonial intellectuals has failed openly accept our own ad- 
vantageous class position. for this reason that find the 
categories the “colonized subjects,” the “post-colonial 
subjects” and the “post-colonial woman” undifferentiated 
and problematic. Spivak right when she points out that the 
elite native speaks behalf the subaltern, and his her 
speech silences the voice the subaltern. The binary oppo- 
sition between colonizer and colonized, then, too simplis- 
tic. this complexity the transformation the decolo- 
nized nations that renders category “insider” vs. 
“outsider” 


want suggest that the class insider intellectuals 
(the post-colonial intellectuals) became veritable outsiders. 
They/we participate the reproduction the west mak- 
ing the site enunciation.!9 This only extension 
the phenomenon the western ethnographer/anthropologist 
attempting understand the Other order see better 
reflection the Self. The difference now that the non- 
western elite subject has been incorporated into the image 
the western Self and sees its own non-elite subjects inves- 
tigation the Other. 


dealing with the politics representation, would 
like point out the complexity issues surrounding repre- 
sentation and the unresolved tangle problems that have 
bearing Nair’s film. obviously not sufficient see 
Nair the Other and therefore the producer “authen- 
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tic” representation the “Other World.” The complex his- 
torical subjectivity post-colonial intellectual must 
borne mind. Nair representing her Other. Viewed from 
the subject position the First World, her film then be- 
comes the representation the Other the Other. 


conclusion would like address obvious ques- 
tion that might addressed me. How critic priv- 
ilege own reading the situation over Nair’s? 
post-colonial intellectual, share with the filmmaker com- 
mon history and heritage. fellow Indian, share with 
her similar trajectory. have common class back- 
ground and cultural apparatus that enable arrive the 
shores this country pursue academic and artistic inter- 
ests. 


How then, may asked, see her overdeter- 
mined her class position yet open space that as- 
sumes lack complete closure own case? not 
wish argue that personal politics overdetermined 
class. Our political affiliations are matter choice and in- 
terest. Nair does not choose raise issues class and colo- 
nization. What can say for myself, however, that ap- 
proach materialist one, position that Nair scrupulously 
avoids. She prefers instead the path cinematic realism and 
heart-renting pathos representing the lives the poor. 


NOTES 


Rustom Bharucha, “Haraam Bombay” Economic and Politi- 
cal Weekly, June 10, 1989, pp. 1275-1279. 


Craig Owens, “The Discourse Others: Feminists and Post- 
modernism” Hal Foster (ed.), The Anti-Aesthetic: Essays 
Post-Modern Culture (Port Townsend, Washington: Bay Press, 
1983), pp. 69-70. 

“In opinion you were the first your books and the 
practical sphere teach something absolutely fundamental: 


3 


the indignity speaking for others.” Craig Owens quotes Deleuze 
conversation with Foucault “Intellectuals and Power: Con- 
versation between Michel Foucault and Gilles Deleuze,” (ed.) D.F 
Bouchard, Language, Counter-Memory, Practice (Ithaca: Comell 
University Press, 1977), 209. 

large section the massive child-labor force India in- 
volved “rag-picking,” virtual recycling industry that depends 
child-labor sift through garbage dumps collect plastic, 
glass, metals etc. 


use this term the Barthesean sense. 

murti, Hindi word for sculptures. 

Quoted India Today, August 15, 1988, p.132. 

Hindi word for fake, false. 

Gayatri Chakravorty Spivak interviewed Walter Adamson 
“The Problems Self-Representation” (1986) reprinted Sara 


Harasym (ed.), The Post-Colonial Critic (New York: Routledge, 
1990), 56. 


10. Dana Polan, Brechtian Cinema? Towards Politics Self- 
Reflexive Film” Bill Nichols (ed.), Movies and Methods Vol. 
(Berkeley: University California, 1985), pp. 661-671. 

11. This term taken from Mary John’s essay “Postcolonial 
Feminists the Western Field: Anthropologists and Native Infor- 
mants” No. (1989), pp. 49-72. occasional 


publication the Group for Critical Study Discourse, U.C.S.C 
(Santa Cruz). She uses the context her discussion Fou- 
cault’s suggested role for intellectuals struggles within and out- 
side universities 

12. Cornel West, “The New Cultural Politics Difference” 
Russell Ferguson, al. (eds.), Marginalization and 
Contemporary Culture (Cambridge, Massachusetts: Press, 
1990). 


13. Edward “Opponents, Audiences, Constituencies and 
Community” Hal Foster (ed.) The Anti-Aesthetic: Essays 


Postmodern Culture (Port Townsend, Washington: Bay Press, 
1983), 135. 


14. Isaac Julien and Kobena Mercer, and De-Center”, 
Screen Vol. 29, no. (Autumn 1988), pp. 2-10. 


15. Aijaz Ahmad, “Jameson’s Rhetoric and “National 
Allegory,” Social Text No. (Fall 1986), pp. 65-88. 


16. Sneja Gunew interview with Gayatri Chakravorty Spivak 
“Questions Multi-Culturalism,” reprinted Sara Harasym, 
The Post-Colonial Critic (New York: Routiedge, 1990), 60. 


17. Rustom Bharucha, cit. 


18. Edward “Orientalism Reconsidered,” Cultural Critique 
Vol. (Fall 1985), pp. 89-107. 


19. Mary John, cit. 


Upcoming Issues 


OPYRIGHT 


The journal criticism encircled: 

tracing and exposing networks 
knowledge, politics, gender, art, design, 
and theory culture. 


with contributions 


Kathy Acker, Sandra Buckley, Karen Finley, 
Catherine Liu, Brian Massumi, POMo CoMo, 
Steven Shaviro, Paul Virilio, Gregory Whitehead 


COPYRIGHT 
TechnoBODY 


with contributions from: 


Peter Canning editor), 
Jeanne Hyvrard, Friedrich Kittler, 
Rhonda Lieberman, Laurence Rickels, 
Avital Ronell, and more! 


Single issues cost $7. Subscriptions (two issues) cost $13 for individuals 
(prepaid only) and $26 for institutions. Outside the U.S. and Canada, add 
$2.00(surface mail) or $7.50 (air mail) per issue. Make checks or money orders 
payable in U.S. funds to COPYRIGHT. Send name and complete address to: 
COPYRIGHT, Center for Literary and Cultural Studies, Harvard University 
61 Kirkland Street, Cambridge, Massachusetts 02138. 
Inquiries and submissions welcome. 


Subscribe 


Leadership 


Announcing 
Vol. Number 


$15.00/year individuals 
$25.00/institutions 


Journal 


Philosophy 


journal founded members the 
Society for Women Philosophy forum for 
dialogue within the women’s movement, 
dedicated the publication scholarly research 


feminist philosophy 


and the only journal 
the country for 
scholarly research 
the intersection 
philosophy and 


studies. 


Make checks payable to: 
SWEP, Inc./SAGE PO. Box 42741 
Atlanta, Georgia 30311-0741 


Triannual. Subscriptions: $25 individuals (one year), $48.00 
individuals (two years), $40 institutions. Outside US, add $10 
per year for foreign surface postage. Send orders Indiana 
University Press, Journals Division, 10th Morton Streets, 
Bloomington, 47405. call 812-855-9449. 


eminist 


Blood the square: 
representations 


JUMP CUT no. 


democracy China 


Scott Nygren 


Certain words and phrases have amazing ability 
sustain many definitions....The most flexible term all 
may well "democracy."— Scott 


have tended repress numerous cross-cultural ironies and 
contradictions favor unitary narrative derived from 
melodrama. These accounts can weighed against 
alternative narratives Chinese and Japanese cinema, ones 
which foreground the complexity and ambivalences created 
the introduction Western political models Asia. 
paper will consider S., Chinese and Japanese representa- 
tions democracy Asia order address problems 
translation, displacement, and erasure that occur the cir- 
culation the term “democracy” and the multiple signifieds 
that triggers. 


Specifically, will consider mass media coverage 
China terms the combined blindness and insight 
triggered ideological identification and positioned the 
narrative construction news. will then address two Chi- 
nese films produced the Fifth Generation the last mo- 
ment before foreclosure the events Tiananmen Square, 
Huang Jianxin's SAMSARA (LUNHUI, 1988) and Zhou 
Xiaowen's OBSESSION (FENGKUANG 
1989). purpopse writing this not simply unmask 
the media’s false treatments Chinese events order 
replace such images other reports imagined true, but 
problematize representations democracy terms 
the psychoanalytic, social and discursive assumptions they 
construct different circumstances. 


One the curious features Western reporting 
China May and June 1989 was the representation 
Once the Western mass media determined 
that student protests Beijing signified "democracy 
newscasts gradually began portray their vic- 
tory inevitable. These reports then supported this claim 
extensive interviews with Chinese citizens suddenly will- 
ing speak candidly with foreigners. Only after the June 
massacre did the media belatedly consider that those the 
bureaucracy who opposed the students also opposed foreign 
ideas and avoided Western media. Journalists sympathetic 
the students were then dismayed discover that Chinese 
authorities analyzed coverage events identify partici- 


pants for arrest.3 


Despite this, students welcomed Western coverage 
events and the heroic portrayal themselves and made use 
for their own ends. During the "Empty University 
which followed the massacre, for example, stu- 
dents Guangzhou videotaped footage from Hong Kong 
television take back their homes different parts 
the country. This made possible distribute information 
counter the official version events.4 The multiple mir- 
rors, misrecognitions, appropriations, and ironies this 
struggle representations cannot simply disregarded as- 
the inevitable consequence enthusiastic on-the-spot cov- 
erage. Rather, they indirectly suggest the conflict discur- 
sive formations between Asia and the West through the 
paradoxes and problems intrinsic that conflict. writing 
these terms, mean suggest the links among psychoa- 
knowledge and power that have become possible 
after the work Jacques Lacan and Michel Fou- 


Other recent events Asia and Eastern Europe contin- 
transparent and unambiguous term, identical with consu- 
mer When, for example, the first visitors from 
East Berlin crossed the newly permeable wall into West 
Berlin, they were greeted with cash awards $50 each 
West German banks. This richly paradoxical encounter was 
reported public media were completely un- 
problematic. Following the classical tropes the Cold War, 
re-embedded during the Reagan era, and restated after Rea- 
gan "the decline all Communist regimes 
have again been collapsed into unitary figure. This reduces 
socialism Stalinism, Stalin Hitler, and Hitler 
uniquely monstrous figure safely assigned historical 
and cultural other. The paranoid escalation identifications 
implicit this series again repressed, together with its 
translation fundamentalist Satanism into secularized 
melodrama. Implicit this conjunction psychoanalysis 
and melodrama lies allegory cultural identity specific 
the West, theorized Lacan terms the 


Any effort deconstruct the paranoid fabrications 
the cogito risks provoking resistance. Here such decon- 
struction depends recognition the melodramatic struc- 
ture mass media news reporting the West. Melodramat- 
strategies are often justified the industry transparent 
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entertainment devices necessary reach mass audience, 
yet these devices construct ethnocentric and absolute bi- 
narism which becomes displaced onto international affairs. 
For example, the theatricalization the news has recently 
taken such forms the restaging crimes "Saturday 
Night with Connie staged the passing briefcase 
ABC news State Department suspicions 
Felix and the upbeat music themes 
CBS's "48 Hours" which function convert news footage 
into action drama. 


Far from being recent development, such fusion 
melodrama and news characterizes television history. One- 
landmark this process was CBS’ decision replace Wal- 
ter Cronkite with Dan Rather instead Roger Mudd, even 
though Mudd was universally acknowledged his peers 
the better newsman, because Rather had stronger star recog- 
nition. Another landmark was Eisenhower’s hiring 
agency manage his 1952 Presidential campaign.? The 
Reagan administration’s elevation melodrama national 
policy was not unusual these terms but comes the logi- 
cal consequence defining the real through centralized 
mass media imagery. Such imagery continually works 
promote emotional identification with the kind Western 
logocentric humanism theorized Derrida. often does 
establishing imaginary division sound and image 
text into verbal authority and visual truth.10 


The imaginary constructions melodrama position de- 
mocracy lay outside the history and discursive forma- 
tions logocentric humanism, class polarization, gender 
roles and the psychoanalytic organization the subject. In- 
deed, momentarily famous essay 1989, State 
Department official Francis Fukuyama, even theorized this 
representation and its neo-Hegelian assumption about "the 
autonomous power ideas." Fukuyama declared the end 
history through the triumph liberal democracy and the 
spread consumerist Western This 
essay’s uncritical popularity among mass media journalists 
paralleled its reiteration dominant ideology hyperbol- 
compound idealism, capital and progress. 


Ironies and contradictions such representation 
democracy are insistently marginalized. statue that repre- 
sented Chinese democracy the monumental romantic 
style the nineteenth century was recognized ironic 
student radicals Beijing, but accepted strategically nec- 
essary. The pervasive corruption and sexual scandals under- 
mining the current Japanese government never seem raise 
questions about the significance democracy, which in- 
stead celebrated universal benefit. 
socialist government France, founded long-standing 
antagonism Soviet hegemony, continues ally the 
United States throughout the Reagan and Bush administra- 
tions. labor union government Poland celebrated 
administration which fights break unions home, 
but this contradiction too seems normal after the oxymoron- 
rhetoric institutionalized during the Reagan era. White 
House denunciations Islamic fundamentalism and its 
links terrorism never function question the threat de- 
mocracy posed Republican ties Christian fundamental- 
ism and the election former Klan member Republi- 


can. The decline central controls the former Soviet 
block has only belatedly been linked reporting 
upsurge racist violence, from revived anti-Semitism 
Russia mob attacks Hungarians Romania and Chris- 
tian-Moslem guerilla warfare Azerbaijan. How often even 
now, such violence abroad related the mass media 
events Bensonhurst and Howard Beach? 


The problem part yet another variation Oriental- 
ism, which functions here include Slavic cultures well. 
Events which mirror dominant ideology the West are cel- 
ebrated. Those which mirror Western problems are con- 
totally other. Significant cultural difference 
and multiple determinations masked the mythical use 
the term “democracy” are both ignored. 


Yet the introduction Western ideas always 
ple. weaves together individualism and irresponsibility, 
romantic love and patriarchy, national independence and ra- 
cism, industrial development and ecological disaster, and 
extremes wealth and poverty. These ideas turn have 
multiple and unpredictable effects, ranging from family dis- 
integration and personal crisis financial corruption and 
the kind militaristic isolationism that affected Japan the 
1930's and now characterizes Iran and Iraq. Legalized dem- 
ocratic institutions play significant role these cultural 
transformations, but tiiey can also co-exist with alternative 
forms absolutism and violence dispersed other do- 
mains. 


long democracy equated with nationalism, for 
example, reporting about the Lithuanian indepen- 
dence movement, then "freedom" becomes identified with 
demand for transparent signification, domain which 
language, race and culture are singular and uncontested. 
“Progress” and “idealism” become inextricably linked 
ethnic violence. Competing demands for absolute meaning 
increasingly exclude heterogeneity and the play meaning 
which Jacques Derrida calls différance. The problem here 
one shifting margins. long ethnic identification 
functions oppose central control, the Soviet Union, 
disseminates difference within totalitarian system. Yet 
soon ethnic identification becomes the basis for al- 
ternative state, can establish the same exclusionary system 
unitary meaning which previously functioned op- 
pose. 


The legitimate contest discursive formations be- 
comes erased behalf idealist states, each which rein- 
Stitutionalizes repression the other escalating bal- 
kanization violence. State terror becomes ethnic terror. 
The rationalist system Soviet Communism which partial- 
offset racist and sexist violence discarded for irra- 
tional series identifications which have such bars in- 
timate transgression. This not say that Stalinism was 
better than the ethnic destabilization that led Eastern Europe 
become the flashpoint for two World Wars, but only that 
one system violence offset the other during the years 
which followed These muitiple communities cannot 
simply without 


would also like address these problems consider- 
ing two recent Chinese films, both produced the 


Studio when was still under the innova- 
tive direction Tianming. Since Tia- 
nanmen, has been exile the Unit- 
States, and the fate individual 
filmmakers remaining China less 
well known. These two films exemplify 
the last relatively uncensored articulations 
changing social conditions China 
Fifth Generation filmmakers immediately 
before the massacre. The melodramas 
SAMSARA and OBSESSION can ana- 
lyzed terms Western influence 
representations sexuality and violence. 
Such analysis can help decipher 
competing organizations power, 
edge and desire. 


SAMSARA and OBSESSION both 
represent the influence Western democ- 
racy through the trope transgression. 
The films contrast Western individualism 
consensus society presenting 
myth about outlaw younger genera- 
tion which violates the norms past prac- 
tice. both films, Clark has noted, characters live 
“atomized and alienated lives,"12 isolated from divorced 
absent parents and far from the extended family that often 
serves metaphor for Chinese communism. The figures 
transgression and the absent family used these films 
parallel those film noir and suggest part con- 
scious influence Western styles. The directors sought 
imitate Western action suspense films achieve mass 
audience, goal necessitated the outside funding they re- 
ceived for studio co-production. OBSESSION particular 
was immensely popular China. 


Both films also foreground character psychology 
naturalistic mise-en-scene, contrast Huang's earlier 
BLACK CANNON INCIDENT (HEIPAO 1985), 
which color and stylized imagery played more impor- 
tant role. Paul Clark, discussing the renewed at- 
tack after June acknowledg- 
the "individualistic, action-oriented hedonism" most 
new movies prior June Yet Huang's and Zhou's recent 
work recalls such Japanese films SISTERS 
THE GION (1936) through its ambivalent representation 
Western individuality. 


SAMSARA, Paul Clark notes, begins playfully be- 
fore tarns deadly serious. the beginning, the central 
character Shi performs the stereotyped rebellion 
Western teenager. runs down the escalator sub- 
way platform, lights cigarette next "No Smoking" 
sign, and discovers attractive young woman named 
Jing. The camera plays with composition sighting 
game cards through series triangular hand grips and 
then turns back Shi point-of-view shot see Jing 
replaced older woman who has sat front her. 
This positioning individualized viewer transgressive 
adolescent male seems familiar self-conscious 
pastiche classical Western cinematic narration. 


this context, Huang then plays with cultural role re- 
versals and problems translation: Shi remarks 
Jing her dance studio that "only Western clothes fit 
foregrounding Shi claim Western self-positioning. 
Later dinner with Jing, two other Chinese and two 
North American men, complains that the Chinese have 
for hundred years allowed Westerners act arrogantly, 
but the American addressed can't understand him because 
speaks too fast. BLACK CANNON INCIDENT, 
earlier film, direct expression across cultures 
comes deflected the characters’ self-important posturing 
and unintentional collapse meaning. 


SAMSARA then presents the story young private en- 
trepreneurs contemporary Beijing woven together with 
blackmail and violence. Shi privately sells such mer- 
chandise consumer electronics and engages transac- 
tions both legal and illegal life style made possible 
Deng's economic reforms the 1980's. His initial success 
attracts blackmailers who first threaten, then severely beat 
him, leaving him permanently crippled. Though his romance 
with Jing had first seemed flourish, the time they 
marry, emotional deadness has set in. the end the 
film, Shi climbs over the balcony railing his high-rise 
apartment and falls his death. 


SAMSARA represents the central character’s individu- 
alism ambivalently, neither progressive nor regressive 
simple terms, but ultimately suicidal under present cir- 
cumstances. Like Juzo Itami's TAXING WOMAN Ja- 
pan (1987), where the central entrepreneur character also 
crippled, SAMSARA implicitly critiques the equation in- 
dividualism and capitalist investment unavoidably cor- 
rupt. Enrichment appears inextricably bound with crimi- 
nal victimization and paralysis desire. Itami suggests 
that the new democratic Japan founded corruption 
the highest levels: WOMAN RETURNS 
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(1989), the greatest criminals escape prosecution. Similarly, 
the 1989 student protests Beijing had priciple target 
the extensive corruption that Deng's reforms had helped 
create. 


Instead assuming the inevitable progress demo- 
cratic consumerism, SAMSARA suggests more interesting 
questions the root Chinese student protests. How can 
the totalized systems state communism and monopoly 
capital mutually deconstructed reconcile economic ini- 
tiative with social responsibility? How can the “equivalen- 
tial” logic that Laclau and Chantal Mouffe find both 
the problematics desire? Shi and Jing represent 
the extinction youthful initiative and desire under the 
present conditions dictatorship and corruption, not 
clear that democratic reforms alone, even theorized 
Laclau and Mouffe, could bring them back life. 


film one the Fifth Generation's most skillful 
and innovative directors, SAMSARA asks keep the 
larger questions film practice mind. 
Lyotard has argued the necessity thinking through the in- 
terconnection political and economic philosophy with the 
psychoanalysis subjectivity and desire. How can film, 
mode cultural representation, articulate what Lyotard 
calls libidinal economy? Can film produce textual game 
which coordinates the play innovation and social jus- 
tice?14 Does pessimistic narrative character psychology 
mark the limits this style for reinscribing Chinese cul- 
ture? 


Some these problems find different but equally dis- 
turbing formulation OBSESSION. OBSES- 
SION, pursues the rapist her younger sister 
Lanlan; criminal portrayed psychotically obsessed 
with Western pornography and guns. Without assistance 
from her family, herself becomes obsessed with 
pursuing the criminal independent the slow official inves- 
tigation. the end, she murders the criminal rather than al- 
low the police take him into custody. 


Zhou specifically shot the film location Qingdao, 
former German possession, order set the story and 
around Western-style architecture. The rape occurs near 
Christian church, and the rapist and his brother are later dis- 
covered live hidden the church tower, surrounded 
racks guns. addition, film OBSESSION models it- 
self after Western crime thriller. Western iconography and 
styles representation become multiply identified with un- 
controllable phallocentric violence. The film assumes that 
pornography and guns both characterize the West and lead 
directly chaos. this sense, OBSESSION approximates 
the official denunciations foreign ideas “spiritual pol- 
lution.” Deng's campaign against foreign pollution 1983- 
failed but has been recently revived, and pomographic 
“yellow books” produced Chinese publishers before June 
generate profits have again been Such anti- 
pollution campaigns are also disturbingly reminiscent 
Japanese attitudes antagonistic the West during its milita- 
rist period, which equated liberal democracy and speculative 
capitalism with disease and 


The concept Western pollution formulates partial 
critique humanism which cannot completely ignored, 
but derives from position patriarchal authority even 
more severe than that which criticizes. The imaginary fig- 
ure pollution Asia mirror Orientalism the 
West. Both figures displace repressed and unresolved in- 
ternal conflict onto the other. Chris Berry has argued that 
xenophobia circulates among the Chinese the form 
hostility towards everything not the Han race, which re- 
produces racist division within China against ethnic mi- 
Romania, where the xenophobia promoted 
the Ceausescu regime served mask internal ethnic di- 
visions, the violence which OBSESSION attaches the 
West serves displace consideration violence internal 
China. 


Yet OBSESSION, again like the Western crime genre 
imitates, simultaneously fascinated with the actions 
condemns. move calculated attract audiences, Zhou 
originally appended idealized nude sequences the sisters 
showering the beginning and end the However, 
offical intervention forced the scenes’ removal prior con- 
tinued distribution China. The film invites identifica- 
tion with violence melodramatic murder 
the criminal excess police capture. both cases, 
viewer position constructed wherein transgressive fanta- 
sies voyeurism and vengeance represent rupture from 
the social norms consensus society, that regressive 
fantasy becomes associated with the interiorization in- 
dividualist viewer psychology. 


However, limited way, the film works turn its os- 
tensibly Western voyeurism and violence back against itself, 
displacement misogynistic violence within China. 
the nude shower sequence that begins the original 
film, asks her sister “What's wrong with me?”—a question 
that not only forshadows the rape but questions her status 
female. The film's title follows, together with close-up 
the future rapist staring through binoculars. REAR 
WINDOW, the viewer's position represented within the 
film that distanced male voyeur. 


The film repeatedly inscribes male domination and fe- 
male suffering through professional role 
nurse maternity ward. Immediately after the title, Qing- 
appears work, where women suffer childbirth and 
fantasize about male pregnancy. husband denounced 
who has refused allow Caesarean even though his wife 
week overdue and may die. Later the film, indirect 
references suggest the Chinese preference for male children 
and the relative worthlessness women. Lanlan's school 
class, boy tells the young woman teacher that she's out 
date with her ideas about sexuality, and reads her scien- 
tific text ovulation and the choice sex. Near 
the end the film, family rushes into the shout- 
ing “Beat her death!” attack murderer 
because their boy was born dead. the mob rhetoric wish- 
ing murder the nurse because the lack boy, one 
can perhaps read the figure female infanticide that has 
been well documented primary index misogyny 
China. 


Interestingly, OBSESSION develops the image voy- 
eurism not only diagetically through the rapist's obsession 
with pornography, but against the recording 
media photography and video. Shortly after Lanian's 
rape, visits young woman friend video pro- 
duction studio who dubbing hysterical scream over 
the image woman bath. This curious incident, stra- 
tegically placed the rape narrative parallel the image 
binoculars after the shower scene, foregrounds the fictional 
construction female victimization for audience consump- 
tion. contrast, attempt appropriate the cam- 
era for surveillance must work against the grain. During the 
search for the criminal, attempts photograph 
every man the streets. However, she has forgotten take 
the lens cap off, she has nothing first ask Lanian 
identify. 

OBSESSION immature work, only the third fea- 
ture Zhou, and its concerns may seem partially confused. 
There degree instability its meaning. However, this 
perhaps unintentional instability makes symptomatically 
more interesting. The most direct reading the film's con- 
tradictory moves identify its representation Western 
individualism with phallocentric violence, opposed de- 
fense interests equated with police authority. 
Yet the film works simultaneously create position 
voyeuristic interiority and deconstruct it. the same 
time, achieves her own unstable autonomy out- 


side the aid either family state. Insofar OBSESSION 


problematizes the conflict individual and group, social 
justice and desire, and representation and diff¢rance, 
approximates the conditions China’s democracy move- 
ment. 


The problem SAMSARA and OBSESSION not 
simply the lack humanist, idealist democracy, lib- 
erty were unitary and transcendent goal closed system 
meaning superior that the Chinese. Regarding these 
films, the problem rather how negotiate competing dis- 
cursive formations from both China and the West, gener- 
ate new texts which distribute power, meaning and desire 
differently than before. Subjectivity these films dislo- 
cated across racial, sexual and cultural differences, that 
enclosure indiviuality remains unproblematic. Neither, 
however, consensus groups family state resolve 
problems initiative and desire. The strategies the West- 


action film, centering the subject they male indi- 


viduality, function here decenter consensus norms; action 
film codes inscribe space for desire and invention enter 
into the scene. But both films, these strategies already ap- 
pear reach their limit and turn pessimistic and contradic- 
tory. The limits opening the West were already 
reached the films made before June and complicate the 
Western media image student protest 


theatricalize Tiananmen Square, students placed 
their plaster Goddess Liberty that faced the monu- 
mental portrait Mao hanging over the south gate the 
Forbidden City. They juxtaposed one idealized monument 
against another, opening discursive boundaries across gen- 
der lines and across the cultural traditions East and West. 
The student leaders disavowed identification with the monu- 
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mental nineteenth-century style the Goddess, but they 
recognized its strategic importance altering the square’s 
architectural construction meaning. Presumably the stu- 
dents did not with Robert Venturi, but their strategy 
parallels its juxtaposition contradictory 
styles and sources. replica French iconography, way 
the United States, meets signifier the German text 
Marx China way the Soviet Union. 
Kitsch meets socialist realismin encounter that trans- 
forms monumental portrait into Warhol replica 
its own space. The architectural absence the square, the 
space the people, speaks the presence Mao its 
iconic identification with imperial China, evoking the feu- 
dal-like blood ties linking the leadership, ties that are well 
known but foreclosed from public discussion. 


Westem media coverage China paradoxically func- 
tioned the West reinforce the unitary closure domi- 
nant ideology but worked China destabilize meaning 
and cut across discursive boundaries. The heroic representa- 
tion the democracy movement Western journalism, 
like the monumental Goddess the Square, circulates 
China the context information economy regulated 
the tropes scientific Marxism. Western coverage 
this context again translates events into melodrama, but here 
conflicts with the insistance indexical realism and meto- 
nymic detail characteristic Communist state news. The 
day after the massacre, the official headline was “Children's 
Day Observances Cancelled Tiananmen Square.”18 The 
contrast Western coverage transforms this realist detail 
into the trope irony, recalling condes- 
cending characterization the students “unruly chil- 
Irony can powerful discursive weapon against 
the totalized contro! information. Its traces the Fifth 
Generation often mark pivotal moments the construction 
meaning. When Chen Kaige's BIG PARADE was first re- 
leased, for example, the representation the Red Army 
seemed relentlessly laudatory Western observers, but its 
understated ironies invite reevaluation after the army's 
schisms relation the massacre. 


Wang Yuejin has argued that history itself melodra- 
equates two discursive formations introduced into 
China from abroad, both derived from the nineteenth- 
century West. this postmodernist encounter nineteenth- 
century Western tropes Chinese terrain, melodramatic 
history disrupts scientific humanism. Early OBSESSION, 
walks home with boy from school the rain, de- 
bating the educational value science versus that histo- 
ry. contrast, Marlin Fitzwater, spokesman for George 
Bush, argued during Brent friendly visit 
Deng December 10, 1989, that policy "won't fo- 
cused the asking the United States forget 
the historical rupture June order maintain close 
ties China, George Bush doubt making clear sev- 
eral ways where his sympathies lie. 


Both SAMSARA and OBSESSION foreground the 
problem violence they consider the issue Western 
discursive formations China, violence which returns 
against the democracy movement the Tiananmen Square 
massacre. Failure negotiate the different constructions 
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power, knowledge and desire now circulating through China 
inevitably leads escalation among compet- 

ing absolutisms, much has the ethnic conflicts the 

Middle East Eastern Europe. 


Ironically, deciding visibly crush the protest 
movement full view foreign reporters, Deng has en- 
tered into the domain spectacle. has fostered trope 
excess belonging melodrama and the opposition 
who favor rupture the state 
regulation history. erasing the contest discourses 
the Square, Deng triggered the distribution videotaped 
Western coverage the massacre throughout the country 
during the Empty University Movement. This videotaped 
material helped promote the destabilization meaning 
wished suppress. Mirsky has speculated that disin- 
formation campaign that followed the massacre may well 
have been intended confuse rather than so, 
then his strategy may also assist the spreading 
the destabilization meaning from urban centers through- 
out the country. 


Even after the massacre, seemed likely that demo- 
cratic vote had been taken, might well have favored 
regime. The vast majority the population remains 
rural peasantry who often see student concerns remote 
from their own survival issues. the information war that 
has followed June the dissemination videotaped West- 
coverage may well now outside the government's ca- 
pacity control it. This same factor Eastern Europe ap- 
parently helped lead the overthrow old regimes. 
gest another ironic parallel, once the central characters’ atti- 
tudes change, unnecessary depict the actions which 
inevitably follow. Does the present historical moment 
China represent the pause Asian narrative long enough 
for the melodramatic impact events fully absorbed 
before proceeding? 


For the purposes the present paper, sufficient 
that questions power and desire remain paramount. wish 
avoid lapsing into the idealist fallacies Hegel and Fu- 
kuyama. The project reinscribing Chinese culture re- 
quires more than idealism succeed. Yet Foucault 
has pioneered the theorization knowledge and power 
information economy, his work alone does not allow 
think through the indeterminacy meaning unavoidably 
encountered between cultures the postmodernist proble- 
matization subjectivity and desire. The most fruitful work 
for the cross-cultural analysis political change now ac- 
cordingly derives from those theorists who are able think 
across the boundaries deconstructive, psychoanalytic and 
political discourses. models for the analysis power 
and desire the context representational differance, one 
might consider not only Michel Foucault’s work but Jean- 
Francois Lyotard's Juste and Barbara Johnson's World 
Difference .22 
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Editorial (continued from page 


dently produced, available the United States. For teach- 
ers, both Caldwell and Williams provide key insights the 
institutional mechanisms whereby video “movies” are 
brought and our students, and the forms which 
obtain and see them, all which shape fact what “the mo- 
vie" means. addition Blanche Chang reviews Claus Muell- 
er's book the increasing appearance third world 
programming the North (so far Europe more than the 
United States). Nonetheless, here another source tele- 
visual material both for analysis and for reuse. 


acomplementary way Caldwell, Scott Nygren analyzes 
the complexity the west’s representations China’s “de- 
well two contemporary Chinese fictional 
films that indicate how some these complexities are being 
worked out Chinese media makers. more personal 
vein, Peter Scheckner, who was teaching China during the 
repression the students Tienanmen Square, had brought 
number Hollywood films videotape with him and dis- 
cusses his students’ reactions, often unexpected, 
cinema and their presuppositions about U.S. life. 


contrast the kind misrepresentation child labor 
India which Jyotika Virda found SALAAM 
misrepresentation enhanced the film’s reliance realism 
and pathos substitutes for class and colonial analysis, Rob- 
ert Payne discusses the outright lie the 
COME SEE THE PARADISE, feature fiction film about the 
W.W.II Japanese-American internment. key scene the 
film, Alan Parker has his imprisoned family announce the 
internment camp dining hall that the Supreme Court declared 
the camps unconstitutional; this then the film the reason 
the family let historical fact, the Supreme Court 
decided precisely the opposite 1944, and thereby provided 
one the main arguments used the German defense attor- 
neys the Nuremberg trials: the German concentration 
camps had precedent under U.S. law. 


Dealing with the same subject matter, director Lise Yasui 
used different form, the personal documentary, and differ- 
ent focus, grandfather who never recovered from the effects 
his internment. Cassandra Van Buren analyzes Yasui and 
Ann Tegnell’s FAMILY GATHERING locate within the 
tradition the feminist documentary, which analyzes both 
the construction the woman’s subjectivity well her 
history and social situation. 


With different subject matter, but also tackling some the is- 
sues “locatedness,” John Goss’ documentary WILD LIFE 
shows two gay Latino adolescents they wish present 
themselves the filmmaker. Gabriel Gomez analyzes the 
ways which this “responsible” documentary style, and 
also the difficulties making media documenting underage 
gay youth. sense, WILD LIFE also antidote the 
kind representation street youth that Virdi criticized 
SALAAM BOMBAY! That is, like FAMILY GATHERING, 
still uses somewhat realist style but struggles find ways 
incorporate self-representation its participants and the lo- 
cation its maker well. similar vein, Sara Halprin 
writes about the origins documentary about opera chorus 
singers some 8mm film footage shot co-director Allie 
first husband secretly on-stage 1958 while was 
himself. Halprin locates herself critic 
someone who was involved with the directors during the 
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making the film, and her essay incorporates notes from the 
directors’ film journals. 

more critical vein, independent filmmaker and writer, 
Jack Waters analyzes the intersection gay and race issues 
the documentaries, Paris Burning and Truth Dare. 
Here, faults these works for lacking that which FAMILY 
GATHERING exhibited, located, responsible positioning 
the filmmaker for her own subjective involvement. 
also continues the kind critique offered elsewhere about 
works using realism and pathos substitute for analyzing 
the complexities race, gender, and class positions—both 
that the films’ subjects and that the makers. Ron Gregg 
also takes the issue documentary style his observa- 
tions about PBS’ showing the realist documentary, ABSO- 
LUTELY POSITIVE, but refusing show the more racially 
controversial and more formally experimental, TONGUES 
UNTIED. 


Edith Becker, Jennifer Montgomery and Daryl Chin assess 
the importance gay and lesbian festivals, especially 
highlighting experimental work. Chin also indicates the im- 
portance low-budget formats for counter-cultural media 
work, that vein, there tie between the discussion 
these works, the documentaries discussed above, and all the 
works available video discussed Tony Williams. Due 
video rental and sales have vastly different situation 
now terms access independently produced media. 
This produces kind access unparalleled the past and 


Brad Chisholm gives view how radical distribution was 
achieved the past. His article Film and Photo league ex- 
hibition strategies can compared with the exhibition strate- 
gies having women’s, Black, Latino, Asian, and gay and 
lesbian film and video festivals, and how these festivals 
themselves have become yearly events some areas and 
have become more focused and more specialized, the 
case the New York Lesbian and Gay Experimental Film 
Festival. the original women’s film festivals the 70s 
and even the 80s, many works were shown that just disap- 
peared the makers’ closets after that. Now, more and 
more works remain distribution through video, and the 
crucial work progressive video distributors advances the 
kind radical critical and cultural agenda that described 
above. essential that progressive media people expand 
their repertoire and use the resources outlined Williams 
write about, teach, rent, and program the many artistic works 
that fact have already explored new ways deal with the 
cultural complexities outlined the beginning this dis- 
cussion. 


Approaching mainstream film and television, Jane Gaines re- 
assesses Dorothy Arzner’s importance for feminist criticism, 
draws hypothetical postulate about Arzner and Joan 
Crawford, and begins long-needed critical analysis the 
role the gay costumer Hollywood: “Whenever they 
could, they worked vein that thwarted the tendency 
costume become naturalized clothes and the tendency 
Bisplinghoff examines the Hollywood melodrama terms 
how deals with mental illness women characters. She 
finds that Freud’s notions the proper male and female roles 
play important part here. Women must “accept their prop- 


Their failure refusal quickly brings “diagnosis 
abnormality.” 
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Peter Scheckner 


the Year the Democratic Movement the sum- 
mer, 1988, Ramapo College New Jersey, largely subur- 
ban, middle-income state college, sent wife and 
the People's Republic China teach for year the 
Beijing Institute Tourism. This small four year col- 
lege, one perhaps six China, which produces most 
the country's tourist guides and hotel administrators. 


were scheduled return home August, 1989, but 
when the shooting began Tiananmen Square the night 
June and into the morning the following day, started 
pack. Three days after the army moved into Tiananmen, 
after we'd been properly unnerved the sight dead stu- 
dents (not our own), burning military vehicles, and the sight 
our American friends fleeing, left China with our six 
year old daughter. 


arrived Beijing with multi-format VCR, moni- 
tor, and camcorder. Against standing regulations have all 
videos inspected the airport, had our suitcases about 
thirty American movies video tape. had been as- 
signed teach variety English and communication 
courses and planned use feature films. wife used the 
camera principally teach oral and communication 
skills. Her students, the junior class, wrote and performed 
series short video tapes about their lives China. They 
sent this "video letter" our students Ramapo College, 
hoping promote international understanding and commu- 
nication and waiting for return letter. 


was scheduled teach junior-level course called 
American Survey and senior-level course called Weste 
Culture. planned use film way illustrating Ameri- 
can and European history and culture. Every week, from the 
beginning September through the first two weeks May, 
1989, just before Beijing was placed under martial law and 
the schools were shut, senior and junior classes saw 
film. few the more determined film lovers chose see 
these films while their fellow students were the streets 
boycotting classes and keeping the army out the city. 


doubt our students learned lot about the West, 
though clearly their perspective was shaped Hollywood. 
for myself, learned lot about our Chinese college stu- 
dents, not all which was pleasant, most which high- 
lighted the complexities and contradictions politics and 
ideology China. learned take very little face value 
about our own assumptions about China and its people 
they nervously entered the 1990s. 


Because had been warned that was forbidden 
show scenes involving nudity and any suggestion sexuali- 
ty, took the rather severe and absurd step censoring the 
first film, THE ODD COUPLE. When the Jack Lemmon 
character goes bar and sits directly beneath nearly 


U.S. movies China 


naked go-go dancer, leaped front tiie video monitor 
and explained hurried and barely coherent English that 
China the showing certain scenes was the 
one quite knew what was saying why was acting 
strangely, but this was first week teaching China and 
maybe the juniors assumed this was the way certain ‘Ameri- 
can’ teachers behave. Besides, Chinese students rarely ques- 
tion their teachers' words behavior, especially those the 
"Foreign 


Nevertheless, after initial and crude attempt cen- 
sorship ceased blocking the monitor. CROCODILE 
DUNDEE the juniors watched, with stoicisin, prostitutes 
fighting with pimps, transvestite, and some sexual 
liance. After class the head the school's Audio/Video of- 
fice, retired People's Liberation Army officer who had be- 
gun auditing the class, informed that Chinese students 
were not allowed see scenes involving prostitutes 
drugs. did admit, however, that both vices had reap- 
peared the Republic. Thereafter, anticipated 
scene involving sex, did when showed BIRDY, sim- 
ply left the room and came back when the coast was clear. 


The movie which elicited the most memorable reaction 
from the class was THE DEFIANT ONES The 1958 film 
Stanley Kramer portrays the growing friendship between 
black and white convict the South who can't 
get past their racial hostility. Here, thought, was film 
made for youth. had come China with the as- 
sumption that the Chinese, given their own racial oppression 
and revolutionary past, shared own democratic values 
about race. dismay, however, the juniors were barely 
been able contain their laughter throughout the film. The 
students found most comical the scene where the two men 
fall into deep pit construction site during rainstorm 
and spend while slipping and sliding around the mud 
until they realize that only they cooperate will they es- 
cape. What was students found funny? asked the 
juniors write their reaction the film. their papers 
they wrote they were hoping the men would escape and felt 
disappointed when they were caught. 


what explained their laughter? asked American 
colleague who had taught the juniors since their freshman 
year. began tone that suggested how naive 
thought was, "the Chinese are 95% Han. They virtually 
have minorities, immigrants, races. None them 
has ever met black. They think they are superior you—a 
white culture, civilization, heritage. Can you 
imagine how much more superior they feel towards blacks?" 


"Then why are here? Why have they invited 
many foreign experts work China? Why the govern- 
ment paying much 


"Because the Chinese need our technology and our 


methodology. like your vid- 
equipment too you'd give 
them. They want all the things they 
didn't get because colonialism, 
the Cultural Revolution, and 
result 


"But why did students 


"Because for them the sight 
black man chained white 
man was absurdity. Further- 
more, most Chinese have absolute- 
sympathy for criminals. 
Criminals are executed sometimes 
the thousands every year Chi- 
na. When man arrested Chi- 
question your students’ minds 
the guilt your two convicts. 
They laughed because the whole 
notion what they were seeing 
was 


"But what about the papers 
they wrote? They said they were 
hoping the two men would es- 
cape.” 

"No. They wrote what they did because they're smart. 
They know what you wanted them say. They know what 
say because their government tells them that racism not 
the socialist way, that Africa necessary ally for third 
world countries like China. But they don't believe single 
word 


BAMBA 


next showed senior class Franco Zefferelli's RO- 
MEO AND JULIET. While the movie was running, pro- 
vided simple translation because the level English 
this class was lower than that the juniors. During the 
scene which Romeo and Juliet die, kissing and one an- 
other's arms, kept silent, but few the men were gig- 
gling and laughing the doomed lovers expire. This time 
wasn't difficult interpret why they'd had this reaction. 
the rare Chinese film which even hints sex, and the sen- 
iors were embarrassed the open display physical affec- 
tion they were seeing. the same time the seniors were 
joyful because Romeo and Juliet have made love successful- 
against all the odds: the star-crossed lovers are high 
school age; their families are feuding; none their relatives 
approve their marriage; and Romeo and Juliet manage 
their own make love and get married, only for few 
days. 


Although the seniors were their early twenties, and 
Romeo and Juliet are their teens, the Chinese could iden- 
tify with Shakespeare's heroes. They what young Chi- 
nese students can only dream about: fall love, have sex, 
and elope. However, our students certainly were able re- 
late the illicit nature Romeo and Juliet's relationship, 
since dating among students China generally has 
discreet until they graduate. The language the film that 
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Elizabethan England and the movie set Renaissance 
Italy. "What can you young people here China relate 
this film?” asked the class. talked about Chinese par- 
ents who oppose their children's marriages. Yes, this hap- 
pens rural China, the students admitted, and that peasants 
occasionally kill each other feuds. 


"What about last incident when thousands 
Chinese students beat some African students Nanj- 
ask, still thinking THE DEFIANT ONES and 
conversation with colleague. "Does this show intoler- 
ance one group for another—as with the Montagues and 
the 


Two thousand Chinese students marched the dormi- 
tories the African students Nanjing University, many 
demanding the death. Some Africans had refused 
show their student identification cards school dance 
and they brought dates two Chinese girls. fight ensued 
between Chinese and African students. Police were called 
and all the Africans were forcibly removed, some with cattle 
prods, nearby town, for their own safety said the author- 
ities. 

Comments from China's 1989 class tourist guides 
and hotel administrators and questions the jiaoshou 
(professor) follow: don't like blacks. I'm sorry, just don't 
like them," said Rocky. 


"Why asked. don't know why. Blacks break 
the law here. They don't obey China's 


"How? What they that illegal?" "They don't 
show their passes the gates the 


"Do they have show their passes? Where the se- 
curity guards think these Africans are from? From out 
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course they have show their 


how come don't? you think it's because I'm 
white?” 


course you have show your 


I've been Beida [Peking many 
times and never had to." 


you went with girl you'd have to. The 
girls those Africans took wiih them the dance were prosti- 
tutes and was these girls who refused show their passes 
the security guards." 


thought there was prostitution China." "There 
is, but it's illegal.” 


"Do Africans commit more crime here than the Chinese 
do?" 


"Of 


dropped the conversation before too many bad feelings de- 
veloped. 


The following week showed BAMBA, the 1987 
film about Ritchie Valers, the U.S. rock star who died 
plane crash age 17. The movie set the Since 
the music vintage rock and roll the United States and 
parallels the beginning rock music China the past 
few years, thought the students would relate mostly the 
music. didn't turn out that way. 


One the primary conflicts the movie that be- 
tween the good natured, family-oriented Ritchie, and his 
hard-drinking, whoring, pot-smoking brother Bob. For most 
the movie Bob characterized half mad with jealousy 
that his younger brother success and that their mother 
Clearly favors Ritchie. Bob struck the epitome the 
type the students like for all the above reasons. 
Nothing had come expect about the Chinese—their de- 
votion parents, one another, monogamy, and their 
presumed antipathy drugs, prostitution, and drinking— 
would possibly indicate any sympathy for Bob. assump- 
tions were wrong. The juniors admired Bob for the same 
reasons they eventually joined the student movement then 
beginning spill out onto the streets Beijing against the 
government: deep down they perceived Bob rebel with 
cause. stands his mother and his brother. 
always assertive, never passive. demands heard; 
demands accepted fully Ritchie is. 


addition, students liked Ritchie's mother because 
she has complete confidence his future rock star, un- 
like Chinese mothers who are timid and would never fight 
for son's right perform such, for the times, revolutionary 
music. The juniors all seem admire U.S. competitiveness. 
Ritchie knew what wanted and went for it. The juniors 
themselves can never like that, they imply, although they 
all have very private aspirations. 


They went wild when Ritchie sings, into phone from 
booth, his famous song (the flip side "La Bam- 


his girlfriend. They laughed merrily during the mo- 
vie when the police rock concert get very nervous the 
U.S. teenagers jump out their seats and start dance 
the aisles. The juniors rooted for their U.S. counterparts and 
were glad the police were outnumbered and powerless. 


BAMBA not only about art form which, for 
students, has the potential being seditious. The movie 
also able satisfy the sense social realism. 
The movie shows white prejudice toward Latin Americans 
and demonstrates that you rise too high and get too rich 
you may also fall. "We're stars, and stars don't fall, 
they?" Buddy Holly tells Ritchie moments before their plane 
crashes. much they admire Ritchie, students per- 
ceive modicum justice his death. one should 
that rich—which one reason they detest their own senior 
leaders. 


When the lights went on, few the girls were crying. 
The title song the movie played during the final credits 
and the juniors filed silently out, perhaps once again con- 
trasting their rather predictable lives with the stimulations 
life. few days later their essays came the film. 
Here sampling: 


"In America young men can freely grow. you want 
ask which way you like best, think will choose the 
American way. will not treat baby parents treat- 
me. Maybe baby will become famous singer!" 


"In America people can what they want do. They 
can find place, singing. When they are seeing perfor- 
mance they are very excited. They even dance beside their 
seats. think cannot that China, but America. 
American young are warm-hearted, self 
and their spare time colorful." 


young people are not conservative. They 
not bother about trivialities. They have their pursuits. the 
contrary, Chinese young people are not used living night 
life. They always bed early. They have not enough ac- 
tivities. They also have their own pursuits, but they are con- 
fined traditional culture and society. They act carefully, 
and many these drift with the tide. They used national 
songs instead rock and roll music. They are not crazy 
when the singers are singing. Many them sit there quietly 


“What interests most that mother and 
brother are his faithful audience. They try their best help 
Ritchie. Ritchie's success his well his family's. 
difficult get support from one's family wants 
popular star China because the criteria esteeming suc- 
cess different between the two different cultures and soci- 
ety. The way pursuing success also different. prefer 
the American way because more reasonable and 
makes feel more conscious our existence. Above all, 
conclude that the fierce competition society makes people 
admire the strong, the strong strengthful music, and the 
strengthful people. become strong because they have 
strong desire for success." 


"In the film can see how money controls people 
America the and how people behave when facing 


money. Money appears every- 
where and nobody can live without 
it. The less money Bob makes, the 
less love receives, and the more 
money spends drink, drugs, 
and prostitutes, There sign 
coming down from this [pursuit 
money] nowadays but rather 
getting more competitive." 


"Cultural anthropologists as- 
sure that American children 
compete fiercely for parental 
love.” 


"In America people can 
what they want do. They can 
find place, singing. When they 
are seeing performance they are 
very excited. They even dance be- 
side their seats. think cannot 
that China, but America, 
American young people are warm- 
hearted, self confident, and their 
time colorful." 


"As comes American cul- THE DEFIANT ONES 


ture the think America 

must absurd some conditions. They are crazy about 
singer whose age only 17. not necessary for them 
esteem such 


happened that showed NORMA RAE, Martin 
1979 film about textile unionizing the South, during the 
May student boycott. The timing, thought, was perfect: 
The students would see socially oriented film set the 
United States while China was experiencing its biggest so- 
cial upheaval since the Cultural Revolution. usual, the 
results were not expected. 


First was surprised that the juniors gathered class 
that Wednesday not for instruction but hold political 
discussion. They argued for while Chinese, and then 
class waiked out boycott. was surprised, because none 
our students had shown any early enthusiasm for the 
democratic movement came called. was even 
more surprised when three juniors out the class twenty 
chose watch the film, thereby defying the rest the class. 
The juniors were tight-knit collective: they took military 
training together the summer, went class trips, partied 
class, occasionally dated among themselves, and took 
the same classes and teachers for four years. The shouting 
class had been about the defection the three staying 
watch NORMA RAE. 


The film sympathetically focuses the struggle un- 
ionize black and white workers who distrust one another. 
not revolutionary, but the film shows how possible 
for the underdog win some justice. Surely here was film 
May, 1989, Beijing college students would easily relate 
to. The three juniors told they were bored the film, 
preferring the more exciting and socially meaningful movies 
like STARMAN and CROCODILE DUNDEE. asked Phil- 


(Liu Li) why the film bored him. Philip was the student 
who, September, said wanted rich some day and 
believed capitalism and making millions. "The film 
too revolutionary,” was his exact reply. His observation ap- 
peared echo the government's position that the student 
movement Beijing was disruptive and was causing social 
disorder. 


larger paradox was becoming manifest. Showing all 
these movies was having reverse effect the students 
from the one intended. thought these films would expose 
both the positive and negative aspecis U.S. society and 
culture. The juniors and seniors would see not only the ex- 
citement, boldness, and dynamism U.S. movies and cul- 
ture, but see also our preoccupation with violence, sex, and 
social competitiveness. thought could start dialogue 
about the United States. American Survey should challenge 
the students’ assumptions and stereotypes about country, 
just assumptions had all been overturned after ten 
months China. 


plans had unanticipated effect the juniors. In- 
stead seeing the United States all its multiplicities and 
contradictions, juniors saw only the profound flaws 
their own society and national character. For the graduating 
class 1990, China, not the United States, was the country 
which needed reforms and was too socially restrictive. For 
better for worse, the juniors would become part the in- 
tellectual class new China when they graduated. 


Because they were witnessing and participating the 
biggest upheaval China since the Cultural Revolution, 
they felt empowered for the first time their lives. When 
they wrote about the movies, they made comparisons with 
China. what directions China should take the next 
ten years, this was subject they could write about with 
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confidence. 


the students compared U.S. films Chinese 
films they denigrated the latter without mercy. One student 
wrote, "Chinese films are always dull and uninteresting 
see. The films cannot grasp people. when Chinese 
films feel tired." For them Chinese end too predicta- 
bly; the characters, like China, suppose, undergo real 
changes. The bad guy defeated and the community wins. 
individual's psychological makeup never taken into 
account. 


showed juniors which they liked much 
BAMBA. The movie was popular fact that sopho- 
mores got wind and the audio/video department head 
let have special showing. One would think that Spiel- 
berg's fantasy was just the innocent escapist movie needed 
get everyone's mind off the current "disorders." 


Just the opposite occurred. Eliot, the young hero 
E.T., belonged the student movement Beijing--or 
sounded reading the essays: 


very impressive. very brave, very ad- 
venturesome and courageous. Even though his mother di- 
vorced she still independent and strong. American chil- 
dren are much more independent and have much more 
imagination than Chinese children." 


"The American children hide E.T. from their parents; 
Chinese children would never that. not afraid 
any adults. Eliot and his family are very rich. has lots 
toys and color tv. The fact that Eliot had some weird 
transformer toys—prepared him meet E.T. 
who ugly.” 


“American children can drive cars and they outsmart 
the police. None these things could happen China. 
admire him and his friends who rescue E.T. from the po- 
lice." 


Other students called E.T. science film and not sci- 
ence fiction film. The students admired the United States’ 
ability imagine things, especially the future. One sopho- 
more wrote, "Our Chinese people should learn this advan- 
tage from the 


They all agreed had profound meaning. ob- 
sessed said student, also admire the Amer- 
Children, many write, are the hope the 
world. The movie was really about personal relationships 
and how need peace. E.T., argued one student, really 
preparing for the time have leave the The 
scientists depicted the movie were harshly criticized. 
They “have lost the childish pure. They doubt everything,” 
observed sophomore. The director was trying recapture 
love for one another through this film because, 
one student wrote, the American people are "getting cold- 
and 


some E.T. contained some serious warnings, most 
which have serious political overtones. The most grave 
these was described follows: 


strikes most one should live with his 
friends live his own country. Otherwise will meet 


more troubles....We can imagine what would probably hap- 
pen did not phone his home. What troubled E.T. 
most should teach all the Chinese students who studied 
America terrific lesson order let them change the ide- 
living America and never coming back.” 


This was the most timely and ideological comment all. 
This sophomore, whose English name was Flash, was can- 
didate for the Communist Party. great source embar- 
rassment the government that, the 60,000 more 
Chinese students studying abroad during the last five years, 
fewer than half have returned mean return China. 
"E.T. come home. Chinese living abroad, come was 
what heard Flash and, possibly through him, the Commu- 
nist Pariy saying. 


Given their general acumen, was surprised that stu- 
dent made the connection between E.T. and BAMBA 
that Eliot and Ritchie Valens came from broken families and 
that both Eliot and Ritchie's brother stood their moth- 
ers. Rebelliousness counted, not the fact that their fathers 
were missing and that the U.S. family might trouble. 
What was important was that children and women the 
United States are more independent than are their counter- 
parts the People's Republic. Eliot defied his mother 
hiding E.T. and then relying his buddies and not 
her. Most young Chinese would never challenge their par- 
ents, and they loved when they saw sons talk back their 
mothers the screen. 


students admired Americans for being more expres- 
sive than they perceived themselves be. They thought 
Americans said when they meant no, spoke their minds 
and took risks and, most all, were not impressed au- 
thority. short, stedents loved the movie characters 
they saw the screen for the characteristics they felt 
they lacked. 


course the great irony was that during the months 
Beijing they were seeing these with wonder and envy, 
large number young Chinese were causing the 
central government experience the early symptoms 
nervous breakdown from which they have yet recover. 


the fall resumed teaching English literature and 
seminar fellow the New Jersey Internationalizing the Cur- 
riculum Project which wife was appointed direc- 
tor. project was internationalize the course content 
College English, combination reading, writing, and in- 
troduction literature, offered every term Ramapo and, 
one form another, nearly everywhere else the United 
States. had lots time figure out what had happened 
classes China which might integrated into this am- 
bitious state wide project. 


intention China had been teach students 
about life the United States and use feature-length 
films accomplish this objective, probably failed. Actual- 
ly, did worse: had unwittingly reinforced all the stereo- 
types the Chinese college students have about America: 
most Americans live capacious suburban homes, drive 
large cars, come from broken families, have great social 


lives, enjoy wide variety enter- 
tainment, can accomplish almost 
anything they wish, and are free 
from social restraints they are able 
defy the police and most adults. 
All these elements were evident 
E.T., REBEL WITHOUT 
CAUSE, BACK THE FU- 
TURE, and BAMBA—the 
most popular films showed that 
year. 


When showed students 
NORMA RAE, film which did 
not conform these fixed notions 
and the only film which attempted 
address and relate. social class 
differences and racism, the stu- 
dents were obviously unhappy and 
did not wish discuss the film. 
THE DEFIANT ONES drew from 
juniors more laughter than se- 
rious response, and this film and 
CROCODILE DUNDEE almost 
certainly convinced them what 
they already people col- 
the United States, and people 
who are poor, are either too lazy work they are crimi- 
nals. Only handful students ever expressed sympa- 
thy for the poor and homeless the United States, believing 
that those who wish work and succeed can; the ones who 
fail deserve fail. All all, the films chose only con- 
minds that most North Americans 
were well off and far more privileged every respect than 
they are. 


BAMBA 


wife, who was teaching oral and visual communica- 
tions and not U.S. Western culture, much more realisti- 
cally translated U.S. society our students (we both taught 
the juniors). She had her students prepare "video letter" 
our Ramapo students back home, and they were pre- 
paring send one Beijing. 


their tape, Chinese students chose six topics they 
felt would most interest their U.S. counterparts: col- 
lege life (they spend hours, five and half days week 
and weeks year class); spare time (the students don't 
have much, but like rock music, dancing, sports, and pho- 
tography); family life (they said their families were closer 
knit than American families); the enormous growth pri- 
vate companies China (to disabuse North ster- 
eotype China wholly communist country); and the 
problem inflation China primary cause workers 
Beijing joining the student movement). After each segment 
the Chinese students asked the Ramapo students com- 
ment about these six subjects they affected their lives 
the United States. Unfortunately, time this video ar- 
rived Ramapo, the army had moved against the students 
and various working-class neighborhoods Beijing and 
the tourist students never received reply. 


Given the events beginning April and ending June, 
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the year spent China could hardly considered typi- 
cal what the Western teacher experiences Chinese 
college classroom. Ironically our Chinese students probably 
learned more about China than they did about the United 
States they contrasted their lives with those the various 
characters they saw the video monitor for almost twenty 
weeks. the year the democratic movement, 
whatever taught the juniors and seniors about the West 
was bound translated our students into the question, 
does this say about country, China?” 


The Chinese met, mostly college students, intellec- 
tuals, and professors-- minuscule percentage the Chi- 
nese population-- were thoroughly convinced that the Unit- 
States the paradigm all that democratic, socially 
progressive, and economically sound. Possibly nothing 
might have done would have complicated, not contradict- 
ed, this simplistic view. But sorry that with heavy 
reliance mainstream Hollywood movies did not provide 
wider range perspectives. did not offer enough materi- 
enable the Chinese students reach conclusions which 
went beyond their narrowly held, stereotypical ones life 
the United States. Surely the starting point any global 
education open the world, provide analytical and 
critical skills, and develop multi perspectives. Hollywood 
films hardly globalize the world for North Americans, let 
alone for Chinese college students who have surprisingly 
fixed and very positive views this country. 


times felt that the extent our juniors were awe 
BAMBA, the more they found dislike China. This 
not what had hoped achieve the People's Republic. 
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International 


Blanche Chang 


Third World Television Access Media: Distrib- 
uting Television Programs from Developing Countries 
Television, New Electronic and Nontheatrical Markets 
Claus Mueller (Friedrich Naumann Foundation, New 
York, 1989). 125 pp. Paperback. 


The 1970s notion that international television traffic 
one-way street, running from North South, was modified 
the early 1980s accommodate trend toward greater 
South-South and regional exchanges. Now the flow 
shifting again, there small but growing number 
Third World films and television productions being broad- 
cast the North. The United States has lagged well behind 
Europe the use Third World-produced programming. 
The premise Mueller's book that information gap, 
rather than political, cultural economic factors, causes 
media environment. 


Broadcasters can longer justifiably cite poor techni- 
cal quality unsuitability formats themes reasons 
disregard productions from developing countries. The in- 
ternational omnipresence video cameras, graphics and ed- 
iting technology gives many Third World productions 
identical "look" those made the North. Third World is- 
sues that perhaps years ago hardly were interest 
viewers, now are standard component nightly 
newscasts—e.g., deterioration the environment the 
plight refugees. 


Thus, both sides, the time seems right for Third 
World broadcasters and film makers market their produc- 
tions the United States. However, Mueller notes that 
buyers and distributors programs have little 
knowledge sources for material from developing coun- 
tries. Conversely, Third World producers are not familiar 
with the intricacies the media marketplace. addi- 
tional hindrance that audience measurement exists 
the few Third World productions that are broadcast 
and cable channels. The nonprofit, New York-based Third 
World Television Exchange, which Mueller established 
1986, seeks create access media markets for 
programs from developing nations. The main activities 
the Exchange are holding annual screenings recent Third 
World productions, and compiling research interest 
and Third World broadcasiers. 


This book one product that research; data were 
generated through variety methods, including series 
seminars with distributors and Third World film and 


television producers. have attended some the activities 
the Exchange, and acquainted with Mueller, who 
sociology professor Hunter College. Funds for his re- 
search were provided his publisher, the Friedrich Nau- 
mann Foundation. 


Much this book's usefulness comes from the strategic 
knowledge provides the organization and operation 
industry, separate sections are devoted the traditional 
broadcast networks and public television; the new elec- 
tronic media cable, low-power television (LPTV), satel- 
lite distribution and home video; and the nontheatrical 
markets educational and institutional use video pro- 
grams. the past decade, the plethora new media tech- 
nologies, especially cable television and home video, has 
shattered the once monolithic and homogeneous tele- 
vision audience into mosaic many audiences, some 
highly specialized. Indeed, the three broadcast net- 
works, which ten years ago commanded least 90% 
television households, now can pull only about 60%, and 
that figure has been slipping bit every year. new low 
may have been reached one Saturday evening late Octo- 
ber, 1990, when, according New York Times report, the 
share the audience controlled the three networks fell 
below 50%. 


The new media have lured average ten million 
viewers night away from the big three U.S networks. 
While the creation these new, small, special interest audi- 
ences brought many more opportunities programmers and 
distributors, has also made the television landscape 
much more complex. 


Among these diverse audiences the United 
States, Mueller points two being the most receptive 
Third World-produced programming. The first are local tel- 
evision markets with communities having roots develop- 
ing nations. New York City, for example, has 1.5 million 
residents with origins the Caribbean. New York has sev- 
eral special-interest including broadcast, cable, 
and satellite-distributed channels, that carry non- 
English-language programs programs targeted minori- 
groups. However, these shows draw too few viewers 
warrant standard audience measurement. This virtually pre- 
cludes the programs’ use larger, advertiser-supported 
channels, sponsors are reluctant invest programs 
with audience data. 


addition minority groups, another, larger audience 
sector interested programming from the Third World 


comprises affluent, upper middle class households, 
which account for 25% the viewing audience. 
Mueller notes that this audience especially receptive 
nonfiction programming such documentaries culture 
the environment. This the audience the highly suc- 
cessful cable channels, Discovery and Arts Enter- 
tainment, which program documentary and foreign- 
produced material. 


The interest shown broadcasters and audiences 
getting firsthand views developing nations, reflected 
Third World-made television and feature films, may 
linked increased news coverage these countries, Muell- 
suggests. the interdependence nations grows, 
themes have become universalized, with vast number 
global environmental and political problems affecting both 
the developed and developing world. His data from audi- 
ence surveys show that productions from Nicaragua, for ex- 
ample, were received with greater interest viewers 
than programs from Brazil. 


Additional data show audiences preferring documentar- 
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ies social issues with universal themes, such refugees 
poverty, and nature. Mueller notes these programs re- 
quire viewers have little background knowledge Third 
World history, conditions cultural context. 


The last section the book contains compendium 
information valuable both the Third World broadcaster 
and the programmer. Included are listings organiza- 
tions that are entry points into the television market, 
public television stations and cable networks that are inter- 
ested programs from the Third World, and sources for ac- 
quisition and about Third World-produced 
material. 


French and Spanish translations Third World Televi- 
sion Access Media are planned. The Naumann 
Foundation also hopes publish annual updated and ex- 
panded necessary maintain the 
value and Third World broadcasters. book that 
foresees steady growth the South-North flow television 
programming, timely and relevant work. 


COME SEE THE PARADISE 


The color paradise 


Robert Payne 


After years, Hollywood has finally made theatrical 
feature about the Japanese-American internment during 
World War II. The forced evacuation and incarceration 
over 110,000 Americans Japanese ancestry (or Nikkei) 
prison camps—an act legalized racism which directly vi- 
olated their Fourteenth Amendment rights—remains one 
the darkest chapters United States hisiory. But until the 
advent Alan Parker’s COME SEE THE PARADISE 
(Twentieth Century Fox, 1990), the U.S. film industry ap- 
parently considered this important and illuminating event 
unfit for the big screen. The dilemma representing 
U.S. concentration camps plain: this internment not only 
foregrounds the underlying racism nation whose my- 
thos disavows racial inequality, but also exemplifies the 
vulnerability “unalienable rights” when those rights be- 
come politically inconvenient. one level, COME SEE 
THE PARADISE stands courageous and somewhat 
subversive film simply for portraying this disturbing histori- 
cal event. But what the viewer learn from Parker’s in- 
terpretation history? 


The question important because the United States still 
has difficulty confronting its lingering racial intolerance and 
acknowledging its shifting demographic makeup. The in- 
creasing influx Asian immigrants into the United States 
and the economic rivalry with Japan have been met with in- 


creasing hostility against Asian Americans—hostility per- 
haps exemplified the death Vincent Chin, killing 
which many believe have been racially Be- 
cause the United States’ dominant Eurocentric culture has 
difficulty discerning differences among its own Asian popu- 
lations, issues Japanese-American representation are 
bound larger Asian-American issues. But, the term 
“Asian American” itself Eurocentric because “an ex- 
ternally imposed label” that distinguishes some U.S. citizens 
from others “primarily the basis race rather than cul- 
ture.”2 Still, the unique position Parker’s film begs the 
possibility uniquely Asian-American perspective this 
crucial moment Japanese-American history. And Parker 
instantly frustrates this possibility centering his drama 
around interracial love story. 


COME SEE THE PARADISE were only one more 
entry into on-going filmic exploration the internment, 
could welcomed without hesitation into cinematic ex- 
change issues and ideas focused this historical event. 
But the internment’s paucity representation Hollywood 
gives Parker’s film the status definitive history. 
interview with National Public Radio January 
1991, Parker deflected criticism his film offhandedly 
suggesting that Japanese Americans make their own movies 
about the internment. 


Unfortunately, the interviewer neglected ask why 
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Nikkei-produced features depicting the camps predated 
Parker’s. Many books and plays written Japanese Ameri- 
cans have dramatized the internment and its unresolved con- 
sequences, but none these has been brought the big 
screen. Clearly, Hollywood would rather trust its millions 
Parker, Englishman with direct personal connection 
the camps, than encourage Japanese-American filmmakers. 


Although Hollywood has been slow acknowledge the 
injustices the internment, was quick cash the 
racist war hysteria that spawned the camps. The same year 
that the Nikkei were imprisoned for unproven acts espi- 
onage, Twentieth Century Fox released LITTLE TOKYO, 
U.S.A.(1942), drama which attributes “fictitious acts 
betrayal” the Japanese But course, COME 
SEE THE PARADISE isn’t the first time that the internment 
has been represented audiovisually. number documen- 
taries have chronicled the subject, ranging from report 
Walter Cronkite more critical examinations inde- 
pendent Asian-American filmmakers.4 Before Parker’s film, 
however, John Korty’s movie FAREWELL MAN- 
ZANAR (broadcast NBC 1976) was the only popular- 
accessible drama depicting the 


The few independently produced Japanese-American 
feature films—such Duane Kubo and Robert Nakamu- 
ra’s HITO HATA: RAISE THE BANNER (1980)—could 
dramatize events direct reference the internment, but 
lacked the financial resources necessary naturalistically 
re-create the camps. Still, putting the prison camps the 
“silver screen” was enough novelty for Parker’s film 
publicize itself playing the internment little- 
known footnote U.S. history.6 


COME SEE THE PARADISE begins 1936. Jack 
McGurn (Dennis Quaid) labor organizer the lam 
from authorities Brooklyn. lands Los Angeles and 
takes job projectionist Japanese movie house— 
“The Little Tokyo, where meets 
Lily Kawamura (Tamlyn Tomita). It’s love first sight, and 
the two begin affair behind the back Lily’s large fami- 
ly. But when Lily’s father (Sab Shimono) finds out, Jack 
and Lily elope Seattle (interracial marriage being illegal 
1930s California). Five years later, Jack and Lily are set- 
tled Seattle with daughter, Mini (Elizabeth Gilliam), but 
Jack continues his labor activism the cannery where 
works. Over Lily’s protests, Jack leads demonstration 
the cannery, where subsequently beaten police and 
arrested. 


When Jack doesn’t come home that night, Lily feels ne- 
glected and returns L.A. with Mini. the time they ar- 
rive, the Japanese have already bombed Pearl Harbor. Be- 
cause their cultural ties the new enemy, Japanese 
Americans throughout the West Coast are attacked dis- 
loyal white Americans, and Mr. Kawamura has already 
been arrested vague suspicion. Lily recon- 
ciled with her mother (Shizuko Hoshi) and welcomed back 
into the family. parole from Seattle, Jack finds Lily 
again, and they make up. With Mr. Kawamura gone, Lily’s 
brothers and sisters greet Jack family member. Promis- 
ing return Lily, Jack has leave for Seattle report 


for parole. But once there, he’s told that his parole has been 
suspended and that he’s being drafted. 


Meanwhile, the Kawamuras, along with hundreds 
other Japanese Americans, are railed off internment 
camp the desert, where they suffer innumerable humilia- 
tions the cramped, dusty confines. Mr. Kawamura rejoins 
his family the camp, but too dispirited feign nor- 
mal life. Jack occasionally visits the camp leave from ba- 
sic training. But one day, when Mr. Kawamura ill, Jack 
appears unexpectedly the bedside his estranged father- 
in-law. Jack says that has deserted the Army, believing 
that can better use the family the camp. Show- 
ing Jack affinity for the first time, Mr. Kawamura tells him 
return the Army, that the best way can help the fam- 
ily “just love Lily.” Jack goes back the Army, but 
he’s arrested for his Brooklyn union activism and sent 
jail. Sick and dejected, Mr. Kawamura commits suicide. 
the war draws close, the family survivors are released 
from internment early 1945 with the rest the Nikkei. 
This story told flashback Lily ten-year-old Mini 
(Caroline Junko King) they wait train station for 
Jack’s return from prison. 


COME SEE THE PARADISE recognizes itself the 
first feature film about the internment, thus recognizing it- 
self important means educating its audience. The di- 
alogue and mise-en-scene drop copious facts about the Unit- 
racist past: laws forbidding native Japanese from 
becoming citizens owning property, laws forbidding in- 
terracial marriage, wartime authorities singling out the Nik- 
kei while being more lenient towards German Americans 
and Italian Americans, the daily humiliations the camps, 
etc. The film honestly seeks broaden the viewer’s under- 
standing U.S. racism and its institutionalization the 
past, but does this subscribing—perhaps unconscious- 
ly—to the institutionalized racism Hollywood today. 


Although COME SEE THE PARADISE sincerely sym- 
pathizes with the plight the Japanese Americans, the is- 
sues raised these characters are severely blunted the 
film’s focus its Caucasian main character, Jack. While 
probably intended avenue identification for white, 
“mainstream” audiences, Jack proves distraction 
from the ethnic, culturai, and historical issues raised the 
internment. result, these fascinating issues are reduced 
exotic, elliptical background for the familiar romance 
between white leading man and his non-white love inter- 
est. Falling back this tired cliché might have been agreea- 
ble the love story were compelling, but instead, Parker 
gives his audience superficial romance based physical 
attraction and little else. Why are the two lovers drawn 
each other? Why they bother going against the institu- 
tionalized segregationism the time? The viewer can only 
answer these questions looking off-screen. 


The mainstream entertainment industry only reluctantly 
recognizes racial and cultural difference source for ar- 
ticulating alternative perceptions discriminatory society. 
Whenever dominant, mainstream narratives raise issues 
race, they usually treat Western racism transient aberra- 
tion otherwise egalitarian civilization. Perceptions 


the West inherently racist (for 
example, portraying U.S. democra- 
dependent the neo- 
colonial exploitation Third 
World countries) are traditionally 
discredited. the case Holly- 
wood cinema, narratives racial 
issues frequently remain circum- 
scribed within the spectator’s iden- 
tification with Caucasian lead (or 
with Western surrogate, includ- 
ing Hollywood’s motion-picture 
apparatus). Parker employed this 
his previous film, MIS- 
SISSIPPI BURNING (1988), 
which portrayed white FBI agents 
heroes the Civil Rights move- 
ment. DANCES WITH WOLVES, 
THE LONG WALK HOME, and 
COME SEE THE PARADISE are 
only three the most recent exam- 
ples refracting, and thereby dis- 
torting, U.S. racial and cultural his- 
tory focusing white main 
character. 


The entertainment industry 
continues the dominance the 
white protagonist insisting that 
audiences won’t usually pay see 
actors color leading roles, de- 
spite notable examples the con- 
trary. Jack the main character 
COME SEE THE PARADISE 
only because Hollywood caters 
discriminatory viewer. 

But much more fascinating 
than either Jack Lily the char- 
acter Lily’s brother, Charlie 
(Stan Egi), whose imprisoned bit- 
terness dramatically transforms 
him from contented citizen 
defiant Japanese nationalist. 


engrossing character like Charlie, growing out spe- 
cifically Japanese-American context, has seldom been seen 
the U.S. cinema (despite the efforts several Asian- 
American filmmakers bring John Okada’s 1957 novel 
No-No Boy the screen). Still, COME SEE THE PARA- 
DISE relegates Charlie’s tantalizing transformation the 
obscurity the background. The film Eurocentrically as- 
sumes that its audience will find the familiar romantic di- 
lemmas the white male lead more interesting than the 
rare, penetrating glimpse into the United past that 
Charlie might have provided had been leading charac- 


ter. 


The film appears mitigate its own Eurocentrism 
structuring its narrative Lily’s flashback. Because Lily 
narrates the story voice-over ten-year-old Mini, Parker 
seems offer Japanese-American point view sug- 
gesting Lily the film’s controlling voice. But the came- 
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dominating visual narrative splits off from Lily’s voice- 
over, most dramatically the scene where Jack and Lily 
first make love. The camera dwells the eroticism 
Lily’s near-naked body, which visually obscures Jack’s 
nude torso. The camera, then, sides with the spectator 
aroused (Asian) female nudity, rather than representing 
Lily’s perspective identifying with her arousal Jack. 
The film humorously widens the divergence between the 
camera’s visual narrative and the woman’s aural narrative 
when Mini (who too young hear about her parents’ sex 
lives) told Lily that, rather than making love, she and 
Jack “stayed all night talking.” While Lily’s narrative 
conceals eroticism, the camera’s overriding narrative lingers 
over it. Lily does not have the controlling voice after all. 


Furthermore, this meticulously researched film elides 
the issue legalized racism with egregious historical lie. 
The Kawamuras and the other Nikkei are finally freed from 
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camp when, according Lily’s voice-over, the United 
States Supreme Court found the internment unconstitutional. 
So, the film teaches that U.S. justice stands the under- 
dog—in the end, the benevolent U.S. legal system bestows 
rights upon the minorities. The white viewer may now 
comfortably absolved any responsibility for the legacy 
US. racism. Unfortunately, the historical record teaches 
different lesson: not only did the Supreme Court uphold the 
constitutionality the internment, but its decision the 
matter, Korematsu the United States (1944), was used 
the Nazi death camps during the Nuremberg Tribu- 
nal. 


While publicizing the film’s opening, Parker remarked 
that his primary interest making the film wasn’t give 
history lesson, but tell specifically interracial love story. 
Yet, this seems strange because the film dramatizes little 
conflict that Jack and Lily face couple; for instance, 
they aren’t portrayed interracial Romeo and Juliet. 
Lily's father the greatest obstacle their romance, but 
kept the periphery the dramatic action. After sub- 
dued scene which Jack tries reason with Mr. Kawamu- 
the lovers simply avoid confronting him eloping. And 
Mr. Kawamura’s misgivings about the marriage are re- 
solved off-screen, intriguing change character which 
isn’t revealed until the sickbed scene. Furthermore, the 
only scene where Jack and Lily out public inter- 
racial couple—they crash gala wedding after their own 
modest never becomes issue. The only 
moment the film where Jack dramatically confronts ra- 
cism when argues with department-store Santa Claus 
who won’t let Mini sit his knee. So, although interracial 
issues color the film’s historical background, these issues 
are rarely foregrounded the characters. 


Rather than probing interracial conflicts, Parker ob- 
serves the cultural tensions between Jack and Lily. Accord- 
ing his interviews and production notes (included the 
press kit for the film), Parker views Jack’s hot-headed union 
activism product his Irish-American upbringing, 
while Lily’s culture has taught her sense resignation. 
The film dramatizes this cultural clash when Lily argues 
with angry Jack give his labor activism: 


LILY: You can’t spit against heaven, Jack. 
JACK: Don’t give that Japanese shit. 


the film’s conclusion, the lovers’ personalities have 
partially rubbed off each other: Jack has more fa- 
talistic Lily learns more vocal about her anger. 
Parker described the film December 1990 interview 
ENTERTAINMENT TONIGHT: “In way, it’s [Lily] 
expressing her Americanness and leaving behind bit 
her Japanese 


So, his character “develops,” the aggressive Jack, 
moved Mr. Kawamura’s sickbed advice, becomes willing 
submissively turn himself over the Army after going 
Lily, the other hand, absorbs enough Jack’s 
aggressiveness shout the camp administrators, but 
there’s dramatic consequence this scene: Lily has 
changed, but not significantly. the end, Jack’s past 


union organizer, and not the camps, stands between the 
couple and must “resolved” before they can get back to- 
gether. 


Parker’s interracial romance seems advocate Jack’s 
fatalistic abandonment his union ideals; this way, the 
film serves little more than parable against political ac- 
tivism. This interpretation supported the film’s oblique 
portrayal Charlie’s pro-Japanese revolt the camp, 
event whose organizational roots are only implied and 
whose results only get Charlie “repatriated” (Lily’s word) 
Japan, country he’s never visited before. Charlie’s futile 
activism, then, merely confirms his “foreignness.” 


But the film’s implicit warning against political action 
stands sharp contrast historical event which never 
acknowledged on-screen: the redress and reparations move- 
ment. 1988, after decade marches, rallies, demonstra- 
tions, and organization, Japanese-American political acti- 
vists “spit against heaven” forcing the federal 
government recognize the gross injustices inflicted 
upon the Nikkei during World War II. The Civil Liberties 
Act 1988 was direct result their agitation. The law 
mandated official apology and check for $20,000 
reparations each the 60,000 camp survivors. So, while 
COME SEE THE PARADISE Eurocentrically views the in- 
ternment learning ground passive resignation, 
many Nikkei off-screen, the camp experience has provided 
unique channel for empowerment and for the crystallization 
Japanese-American identity. 


However, the inability unwillingness COME 
SEE THE PARADISE recognize the internment's broad- 
er, less complacent implications seems reflect general 
conservative backlash against ethnic consciousness the 
United States. his NPR interview, Parker responded 
Japanese Americans’ unfavorable criticism his film at- 
tributing such criticism “inverse discrimination.” With 
one vaguely defined phrase, Parker portrayed himself the 
underdog struggle against self-proclaimed “politically 
correct” ideology, one which the sensitivities non- 
whites oppress established Eurocentric traditions. 


“Inverse discrimination” and correctness” are 
becoming increasingly popular rallying cries conserva- 
tives dismiss the grievances people color.8 the 
case the mainstream theatre, when Actors’ Equity, re- 
sponding protests from its Asian-American constituents, 
prevented the musical MISS SAIGON from casting its os- 
tensibly Asian lead role with white actor, the union’s ac- 
tion was condemned the show’s producer and much 
the press “racist” without examining Broadway's long 
history anti-Asian However, “inverse 
discrimination” must assume that absolute racial equality 
practiced reality U.S. society; only then could people 
color effectively discriminate against the white power struc- 
ture. Clearly, the concept “inverse discrimination” serves 
tool help whites maintain their dominance and Park- 
er’s subscription questions his intentions portraying 
the internment the first place. 


But this writing, Parker’s film has quickly van- 
ished from the movie houses and appears financial 


disappointment. the past anything 
by, rather than being viewed re- 
flection the film’s inherent weaknesses, 
the fiscal failure COME SEE THE 
PARADISE will only used Holly- 
wood confirm its convenient belief that 
movies with Asian-American subject mat- 
ter are unmarketable. This will probably 
mean that, for the foreseeable future, Hol- 
lywood won’t finance any more main- 
stream movies that seriously investigate 
the internment other Asian-American 
issues (although Hollywood currently 
plans revive the old ethnic stereotypes 
Charlie Chan and Mr. Moto). But even 
the film’s failure helps perpetuate the 
low profile Asian Americans main- 
stream culture, will more than likely 
have negative impact the career 
either Alan Parker Dennis Quaid. Japa- 
nese-American feature films will probably 
continue relying PBS their main 
source funding and exhibition—as did 
Michael Toshiyuki Uno’s THE WASH 
(1988) and Emiko Omori’s HOT SUM- 
MER WINDS (1991)— but this will not 
guarantee attractive budgets, theatrical re- 
leases, receptive audiences. 


seriously wants develop its 
viewers’ openness Asian-American 
subject matter, Hollywood will have de- 
velop films that spring from Asian- 
American perspectives and that cultivate 
Asian-American creative talent, rather than just distorting 
and exploiting these for the advancement established 
white careers. Only with greater Asian-American involve- 
ment and control the creative process can Asian- 
American representation Hollywood more accurately re- 
flect multicultural society. COME SEE THE PARADISE 
stands negative example: attempting make bitter 
Japanese-American issues palatable white audience, 
Hollywood has once again contributed their further mis- 
understanding and further marginalization. 


NOTES 


This the subject Christine Choy and Renée Tajima’s 1988 
documentary, WHO KILLED VINCENT CHIN? 


Elaine Kim, Asian American Literature: Introduction 
the Writings and Their Social Context (Philadelphia: Temple Uni- 
versity Press, 1982), xii. 

seen LITTLE TOKYO, U.S.A., but draw descrip- 
tion from Larry Langman and David Ebner, Encyclopedia 
American Spy Films (New York: Garland, 1990), 219. The film 
was written George Bricker and directed Otto Brower. Pres- 
ton Foster and Brenda Joyce headed the cast. 


For informative catalogue shorts and documentaries about 

the internment and other Asian-American subjects, see Renée 
ma, ed., The Anthology Asian Pacific American Film and Video 

(New York: Film News Now Foundation, 1985). 


But this movie raises its own troubling issues Eurocen- 
trism. See Raymond Okamura, “FAREWELL MANZANAR: 
Case Subliminal Racism,” Counterpoint: Perspectives 
Asian America, ed. Emma Gee (Los Angeles: UCLA Asian Ameri- 
can Studies Center, 1976), pp. 280-83. Okamura also mentions 
1945 serial, ESCAPE FROM MANZANAR, but been unable 
find any more information about this film. For the record, Holly- 
wood also passingly mentioned the internment Robert Pirosh’s 
FOR BROKE! (MGM, 1951), John Sturges’ BAD DAY 
BLACK ROCK (MGM, 1954), and Etienne Périer’s BRIDGE 
THE SUN (MGM, 1961). And George McCowan’s movie 
TOMORROW COMES (ABC, 1971) examined the post-Pearl 
Harbor racism that led the camps. 


For example, ENTERTAINMENT TONIGHT publicized Park- 
er’s film treating the internment late-breaking news story. 


The day the Supreme Court handed down Korematsu, also 
handed down another decision, parte Mitsuye Endo. The second 
decision ruled that “loyal” Americans couldn’t detained against 
their will. But labyrinthian logic left the internment’s con- 
stitutionality intact. See Michi Weglyn, Years Infamy: The Un- 
told Story Concentration Camps (New York: Mor- 
row, 1976), esp. 75. 

For example, vindictive cover story, Newsweek portrayed 
cultural consciousness the universities the “new McCarthy- 
ism.” See Jerry Adler al., “Taking Offense,” Newsweek, De- 
cember 1990, pp. ff. 


See Michael analysis the MISS SAIGON controversy 
and neo-conservatism, “The Issue About Race and Racism,” Ho- 
kubei Mainichi (San Francisco), September 1990, 
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FAMILY GATHERING 


Release from 
emotional internment 


Cassandra Van Buren 


FAMILY GATHERING (1988) personal documen- 
tary made Japanese-North American filmmaker Lise Ya- 
sui about her family’s experience imprisonment the 
United States government during World War II. this arti- 
cle discuss some methods Yasui uses the construction 
her film maintain its specificity without lessening its mes- 
sage regarding the injustice and inhumanity the intern- 
ment process. focusing her film upon her own and her 
family’s experience, leaves ample room for other Jap- 
anese-North Americans speak their own experiences. 


Mediamakers belonging groups disenfranchised 
dominant culture often feel compelled try “say all” 
for their particular group. This pressure can traced the 
fact that, because media opportunities for the disempowered 
are limited, “each film text burdened with inordinate 
pressure ‘representative’ and act, like delegate 
does, statement that ‘speaks’ for...communities 
whole” (Julien Mercer, 1988, 2). The community 
question may get another chance heard, for domi- 
nant culture prefers relegate minority groups simplis- 
tically-conceived Other. this way, the experiences peo- 
ple color, women, lesbians and gays, and the poor can 
quickly categorized and immediately dismissed peripher- 
what true importance. concede that diversity 
realities exist means that dominant culture must relin- 
quish its position the universal reality. 


Many minority (in terms power) mediamakers recog- 
nize the trap trying speak for their entire community. 
dominant culture oppresses group allowing merely 
one-dimensional status, not “progressive” for group 
member similarly construct another one-dimensional rep- 
resentation, albeit better informed one. Such attempts 
representation only serve deny individual subjectivity and 
diversity experience within the group and “return the 
speaking subject the ideologically appointed place the 
stereotype that all [people color] are the same” (Julien 
Mercer, 1988, 5). try speak for all within one’s 
group asks for instant and harsh criticism from one’s own 
community regarding the presumptuous nature the pro- 
ject. 

The primary way which Yasui accomplishes this 
specificity present the film’s “story” terms her 


own family’s experiences. She does not include representa- 
tions anyone else’s experience the internment camps 
(except use newsreel footage; even then her ac- 
companies the visuals). addition, she narrates piece 
with her own voice, blending the voices family mem- 
bers. The artist “owns” her voice through the use personal 
pronouns such us, we, our, my. The viewer aware 
whom the voices belong, thus avoiding any illusion 
omniscient source information the case Voice 
God narration. The use personal narration 
dously powerful political choice: 


Personal narratives nondominant social groups are 
often particularly effective sources counterhegemon- 
insight because they expose the viewpoint embedded 
dominant ideology particularist rather than univer- 
sal, and because they reveal the reality life that 
defies contradicts the rules. Women’s personal narra- 
tives can thus often reveal the rules domination 
even they record rebellion against them (Personal 
Narratives Group, 1989, 7). 


Certainly one the rules dominant culture which Yasui 
defies the stereotype the submissive Asian woman. 
making this film which explicitly criticizes her govern- 
ment’s inhumanity and racism towards Japanese-North 
Americans, Yasui overturns the stereotype submission 
handily. 


This personalization also strengthens the involvement 
the viewer the project the filmmaker, namely the ex- 
posure the horrendous injustice the evacuation, be- 
cause the internment shown terms its impact peo- 
ple, rather than merely terms its function the 
government’s war machine. The feelings and emotions 
both the documentarist and her family members course 
through the images and narration, bringing the impact the 
viewer gut level, level which difficult dismiss 
once the “show” over. 


Lise Yasui was raised Pennsylvania. After earning 
Radio-Television-Film Temple University, she 
now works independent media consultant the Phila- 
delphia area. Yasui produced her Academy Award- 
nominated documentary FAMILY GATHERING 1988. 
The hour-long version! the film, co-directed Yasui 
and Ann Tegnell, aired public television across the 
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Yasui family and fellow farm workers, Hood River, Oregon, 1920s 


United States. use this version for analysis, rather than 
the 30-minute version available through New Day Films, 
because the longer version provides much richer and more 
detailed exploration Yasui’s filmic journey. 


Yasui structures her personal documentary FAMILY 
GATHERING the story her own investigation the 
Yasui family’s history, framed her sansei (third- 
generation Japanese-North American) sensibility. Because 
her grandparents, Masuo and Shidzuyo Yasui, are dead, she 
can only gain information about their lives through the nisei 
(second-generation) members the family. the film, im- 
ages from 8-millimeter home movies made her father, 
Robert Shu Yasui, during her childhood represent the ver- 
sion family history her parents want her know and re- 
member. Yasui remarks the film that Robert always told 
her stories which painted rosy picture the family’s past. 
Likewise, when she interviews Robert’s siblings for the 
film, they, too, relate only pleasant family tales. Soon, 
Yasui says her narration, “There came time when nos- 
talgia wasn’t enough. Decades were missing from our histo- 
ry, and none more than the war years.” This recognition 
the gaps her family history prompts her read vora- 
ciously about Japanese-North American history. Once she 
has greater general understanding her peoples’ history, 


she returns interview the family’s nisei with clearer idea 
what she’s looking for their answers. 


Using old family photographs and letters, newspaper 
clippings, newsreel and interviews with her aunt, 
uncles, and father, Yasui carefully weaves more complete 
and multi-faceted vision her family history. The filmmak- 
delineates the circumstances her grandparents’ emigra- 
tion from Japan and their settlement Hood River, Oregon; 
their establishment family nine children and very 
successful orchard business; and their dedication serving 
other members the local Japanese-North American com- 
munity. Yasui’s words: “Through father’s stories, 
knew [my grandfather] patriotic American, and self- 
made man.” 


Yasui’s interviews subvert this halcyon picture she 
reveals that when the Japanese bombed Harbor during 
World War II, her grandfather Masuo was considered 
threat national security the government because 
his extensive work within the Japanese-North American 
community. was arrested and taken away, and for weeks 
the family did not know what had happened him. Within 
months, much the rest the family was interned, along 
with many other Japanese-North Americans the West 
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Coast. When Masuo was released several months the 
Japanese had surrendered, most his 600 acres orchards 
had been sold, had the family home. White citizens the 
town placed newspaper ads warning Japanese-North Ameri- 
cans that for their own safety, they should not return 
Hood River. White neighbors believed that because the 
length his imprisonment, Masuo must have really been 
spy. The pain being suspected and shunned the white 
community led depression and finally suicide within ten 
years his release from internment. Yasui notes that took 
her father years reveal this family tragedy her. 


The topic focused upon FAMILY GATHERING 
the internment Japanese-North Americans and the effects 
this tremendous upheaval the people thus imprisoned. 
therefore useful provide brief history that era 
North American history from the perspectives people 
the community Japanese immigrants. 


During World War II, two months after the Japanese at- 
tack Pearl Harbor the island Oahu, Hawaii, 
1941, United States President Franklin Roosevelt issued Ex- 
ecutive Order 9066, which called for the incarceration 
most the population West Coast Japanese-North Amer- 
icans (Aptheker, 1989, 191). Canada, allied war with 
the United States, issued similar order for evacuation its 
West Coast Japanese. The incarceration people Japa- 
ancestry was deemed necessary protect “national se- 
curity;” these people were seen potential spies the Jap- 
anese government. The United States had ten poorly 
constructed internment camps the ready: Poston and Gila 
River, Arizona; Denson and Rohwer, Arkansas; Manzanar 
and Tule Lake, California; Amache, Colorado; Minidoka, 
Idaho; Topaz, Utah; and Heart Mountain, Wyoming. The 
were given seven days dispose property and 
material belongings and report assembly points, where 
they were searched, processed, and forced onto trains and 
buses for the trip concentration camps. Since they could 
bring the camps only what they could physically carry, 
families sold cherished possessions and hard-earned proper- 
for pittances mostly white buyers. Mine Okubo, 
Japanese-North American artist, says 


were shock. You’d shock. You’d bewil- 
dered. You’d humiliated. You can’t believe this 
happening you. think this could happen the 
United States. were citizens. did nothing. was 
only because our race. They did nothing the Ital- 
ians and Germans. (Okubo, cited Gesensway 
Roseman, 1987, 66) 


The camps were surrounded barbed wire fences, 
even though they were usually the middle vast deserts; 
armed guards patrolled internees from imposing watchtow- 
ers. Construction the camps was poor that prisoners 
faced bitterly cold winters with little protection from the ele- 
ments. Letters were censored the government. The great- 
the perceived risk individual internees, the longer their 
period imprisonment. For instance, the case Yasui’s 
grandfather Masuo, his (erroneously) perceived spy poten- 
tial was great that was not released until months af- 
ter the surrender Japan. 


After the end the war, Japanese-North Americans 
tried regain semblances their lives before the evacua- 
tion, but the scars the internment remained. There 
marked unwillingness among many the survivors dis- 
cuss those years with their children and grandchildren, ret- 
icence which frustrates many subsequent generations Jap- 
anese-North Americans. For instance, the introduction 
her book Shedding Silences: Poetry and Prose, Janice Mi- 
rikitani (cited Aptheker, 1989, 232) notes that her 
mother kept silent for years about her experience in- 
ternment. Hiroko Yamano’s poem “My Mother’s Stories” 
takes the poet’s mother’s perspective regarding why she 
wishes remain silent about her painful memories 
no, cited Aptheker, 1989, 31). Akemi Kikumura was 
barred from her mother’s “‘forbidden’ stories” until she de- 
cided write her mother’s life history (Kikumura, 1981, 
p.1). She quick point out, however, that readers must 
realize that what included her book what her mother 
chose tell her about her past (Kikumura, 1981, 15). 
Similarly, Jewish filmmakers Thomas Friedman and Owen 
Shapiro note that children survivors the Jewish Holo- 
caust “don’t always learn the Holocaust from their par- 
ents” (1989). 


The silence internment survivors corresponds 
Japanese cultural expression which speaks attitude 
which some cases manifests itself letting unpleasant 
and/or traumatic memories go: Shikataganai. Mitsuye Ya- 
mada (1981b) writes her essay “Invisibility Unnatu- 
ral Disaster,” 


The Japanese have all-purpose expression their 
language for this attitude resigned acceptance: “Shi- 
kataganai.” “It can’t helped.” nothing can 
about it.” said with the shrug the shoulders 
and tone finality. (pp. 39-40) 


Yamada recognizes that the governments perpetrating 
the internment knew the tendency among Japanese re- 
signedly accept fate, thus expecting Japanese-North 
cans ordered, quietly. Other than the few who re- 
sisted, most people unwillingly did expected. Their 
loyalty their chosen country was stake; they resisted, 
they risked the appearance disloyalty. Similarly, Valerie 
Matsumoto (1984/1989, 191) writes, “Shikata nai. ‘it 
can’t the implication being that the situation 
must endured. The phrase lingered many lips when 
the Issei, Nisei, and the young Sansei prepared for the 
move” internment camps. (The issei are first generation 
immigrants, born Japan). Clearly, the pain and humilia- 
tion suffered internees beyond measure. Trying put 
such tremendous trauma out mind seems reasonable and 
effective mechanism survival. 


For many nisei and sansei Japanese-North American 

women seeking learn about themselves through knowing 

their mothers and grandmothers, this silence devastating. 

her essay “Asian Pacific American Women and Femi- 

nism,” nisei Mitsuye Yamada 74) writes have 

come know who through understanding the nature 

mother’s experience; have come see the connections 

our lives well the lives many women like us.” 


And later: “My politics woman are deeply rooted 
immigrant parent’s (sic and own past” (Yamada, 
74). largely because nisei and sansei Japa- 
nese-North Americans have upon learning family 
history that the camp stories have been revealed. 


PERSONAL TONE ALLOWS COMPLEXITY 


the study guide for FAMILY GATHERING (Yasui, 
provided New Day Films, Yasui writes that “no 
documentary without point view, position. did not 
want make ‘traditional’ documentary which might give 
the impression definitive statement about the intern- 
ment. film can completely representative.” Yasui 
wishes circumvent the codes conventional documen- 
tary order avoid the appearance speaking for every- 
one her community. effectively prevent the possibility 
the viewer assuming that one subgroup’s experience en- 
compasses the experience all others the group, Yasui 
employs several devices which give her film remarkable 
specificity. Unlike conventional documentaries, Yasui im- 
mediately makes clear that she the auteur this film, 
that her voice which speaks the soundirack, and that 
her quest for family history which gives the film its 
form and content. Therefore, there mystery surround- 
ing the intent the documentary the ways which 
may biased. 


Yasui does her own voice-over narration, which she de- 
livers the first person. The narration distinguishes the film 
from traditional documentary, which would likely employ 
authoritarian Voice God narration accompany dis- 
tanced historical overview World War II, complete with 
footage dignitaries’ speeches and marching troops. From 
the first spoken line FAMILY GATHERING “This 
grandfather, Masuo Yasui” (the accompanying visual 
aged photograph Japanese man), Yasui establishes 
the film strictly personal and very compelling story. 
The feeling get viewer that Yasui friend; sit 
her living room she shows her photo albums and 
explains her history. This intimacy furthered Yasui’s 
willingness include her own feelings and thought process 
the text the narration. This intimacy does not exclude 
complexities within the film, however; fact, the personal 
tone opens multiple levels reading. Spectators have 
several levels discourse ponder. First, the information 
about the Yasui family; then, Yasui’s journey through the 
investigation; and lastly, the viewer’s own response the 
first two levels. 


Yasui candidly discusses the film how, child, she 
thought the only difference between herself and her moth- 
er’s (who white) side the family was her Japanese 
name, and her impression that her West Coast relatives were 
“the ones who looked Oriental.” Here Yasui establishes 
that she had not previously identified herself with Japanese- 
North American culture. This possibly explains her position 
documentarist who “insider” because she belongs 
the Yasui family, yet because she was not raised within 
the Japanese-North American culture, she’s also “outsid- 
er” who can use her own process investigation frame 
the uncovering information for the viewer the film. 
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Yasui cannot speak Japanese, which cuts her off from cer- 
tain level communication with the Yasui nisei and the is- 
sei friends the family she goes for information. Family 
members give more complete explanations Yasui 
perhaps they would their own children were doing the in- 
terviews. Perhaps precisely because Yasui has been out- 
side their experience Japanese-North American culture 
that the family’s answers her questions are descriptive. 
They realize her status one who does not know, and take 
great pains explain the events and the dynamics the 
events carefully her. 


Yasui’s position insider, and family member, 
among those she interviews evident. Characteristically, 
people (who are not actors) appearing documentaries are 
very ill ease and self-conscious about being filmed be- 
cause they are simply unused appearing before the came- 
ra. Furthermore, the director and crew the film are 
strangers, people are likely distrust that the film crew will 
represent them acceptable way. addition, increasing- 
people are aware the ability the film crew edit 
what they say and distort their original meanings. That Ya- 
sui trusted the people she interviews obvious. 
Friends the family like Mrs. Yamaki, who was Shidzuyo 
Yasui’s ikebana (flower arranging) and tea ceremony stu- 
dent, and Hannah Endo, who shows Uncle Tsuyoshi and the 
camera crew around her garden, are quite ease front 
camera and the face her questions. The high 
comfort level these people could consequence two 
factors: first, that Yasui Japanese-North American wom- 
whose roots are Hood River; and second, that someone 
with familiar face, local resident Uncle Tsuyoshi Yasui, 
escorting her around town, serving liaison and interpret- 
between filmmaker and interview subjects. 


Family members also appear remarkably comfortable 
speaking genuinely and frankly from the heart this film. 
The family’s ease may part due the family being 
used Robert constantly filming them years past: they 
are accustomed seeing and trusting Yasui the other 
side the camera. The fact that Yasui their niece, one 
their own, seems allow them fully explain their 
thoughts and feelings about their childhoods the camps. 
For instance, Uncle Homer Yasui candidly recalls his two 
most vivid memories the day the family was evacuated. 
First, that his white school friend, Fish Foster, cut school 
see Homer and the family off the train station, which im- 
pressed Homer since meant taking great risk. 
Homer’s second most vivid memory how sad was 
about his Obasan (aunt) crying bitterly over having leave 
her new home Hood River after living the United 
States only years so. Homer’s own position and feel- 
ings child about lose all things familiar remain undis- 
closed. This child-like concern for others the face the 
severe trauma himself faces incredibly poignant. 


Family members tell their stories the form conver- 
sations with Yasui, device which deepens the intimacy 
the film. The settings are usually softly-lit living rooms, 
with the relatives sitting couches. The shots are framed 
medium close-ups, effectively capturing any slight changes 
facial expressions. The relatives include references 
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their dialogue which emphasize that these interviews take 
place the context conversation between relatives. For 
instance, Aunt Yuka says, “But you see, Lise, had been 
part all this picture. knew what was [Masuo’s] prob- 
lem.” Uncle Min says, 


You have remember, Lise, that you know, having 
been born this country, having gone school, and 
believing the Constitution, and top that taking 
law and hopefully understanding what the law the 
country was, and believing that the Constitutional guar- 
antees were indeed meant for all citizens, just couldn’t 
understand why there should distinction between 
citizens the basis parentage ancestry. 


illustrate the way which she was introduced 
Japanese-North American Hood River residents her Un- 
cle Tsuyoshi, Yasui scene shot from the passen- 
ger side the inside his car. stopped house, 
leaning out the car window talking elderly man: 
“Lise’s here filming kind family documentary.” 
one point, another scene where Tsuyoshi interprets his 
conversation with Mrs. Yamaki for Yasui, the pair reach 
pause the conversation and turn the camera and Yasui. 
Tsuyoshi says, “OK, you got all that?” these scenes, 
which are peppered throughout the documentary, the viewer 
reminded Yasui’s voice and presence within the film. 


Yasui includes her own questions the 
the interview scenes, just often enough re- 
mind the viewer that these people talking the film are 
fact responding questions posed the filmmaker, ques- 
tions which serve shape the form the film. 
miss?” she asks when Uncle Tsuyoshi speaking length 
Japanese with Hannah Endo. The elders laugh, looking 
off the left the camera, ostensibly where Yasui 
standing, and Tsuyoshi says, “Nothing.” Yasui questions her 
father about the Japanese surrender World War II: “Did 
you celebrate?” Robert replies, smiling, “Well, course 
celebrated. was absolutely ecstatic.” Another time she 
asks, “Uncle Homer, was there period when you really did 
have that classic All-American kind boyhood? that 
myth?” Homer answers, 


Well, course did! Sure, ate Wheaties, 
drank Ovaltine, and yes, went hunting and fishing. 
mean all that true, the good part our lives, and 
most people remember the good parts. They don’t want 
tell you their bad stories. 


Here Homer verbalizes and validates Yasui’s experience 
the common unwillingness among many survivors the 
camps dwell parts their lives they deem unpleasant. 


CONSTRUCTION MEMORY, CONSTRUCTION 
REALITY 


the beginning the film, Yasui relates favorite 
childhood memory about her grandparents: they come 
visit, and Yasui stays late, listening her grandfather 
talk. Periodically, looks Yasui and smiles. However, 
this memory proves fiction. Yasui says, 


that grandparents never made such 


visit, that never met grandfather all. The memo- 
was one I’d made up, creation drawn from all the 
stories I’d heard and the images father’s home 
movies. 


Thus she introduces the idea that memory can fabricated, 
made patchwork events and feelings which may 
may not correspond what actually happened. This 
comes again terms Robert editing family history for 
his children. This revision history was effective that 
Yasui’s case, she grew with only limited understanding 
her family’s experience incarceration and the lasting 
trauma (culminating for Masuo suicide) associated with 
the camps. 


Given the way she calls attention the memories she 
fabricated for herself, viewer feel challenged exam- 
ine the re-presentation the Yasui family she constructs 
the film, well her re-presentation herself. Through- 
out the documentary, Yasui develops for herself, via her 
voice-over narration, the persona increasingly curious 
and perseverant woman. The more she senses that secrets 
are being kept from her, the harder she looks for answers. 
The introductory narration goes, “What father didn’t tell 
was that 1941, five days after Pearl Harbor, grand- 
father was arrested and taken away the FBI. When dis- 
covered this, wondered what else didn’t know.” When 
she speaks asking Robert about the family’s activities 
during the war years, she says would “change the subject, 
say nothing all. The less said, the more wanted 
know.” The viewer hears her realize what being continu- 
ally left out the stories: Difficulty. She knows that eve- 
ryone’s life, people experience struggle one kind an- 
other, and that struggle was conspicuously absent the 
family history. When Tsuyoshi tells her that she’s missed 
“nothing” his extended Japanese-language conversation 
with Hannah Endo, she worries out loud, felt frozen be- 
hind the camera, afraid ask questions that might upset- 
ting. I’d inherited father’s protectiveness the past.” 


Yasui’s narration powerful that enables visually 
interesting use countless black and white photographs. 
Using the notion that film's best use capture motion, the 
periods which still photographs are used could consid- 
ered the weakest moments the film terms visual in- 
terest. these instances especially, and indeed throughout 
the entire film, the narration the most compelling compo- 
nent, providing the most information both about the history 
the family and about Yasui herself. 


Perhaps the most intimate moment the film the 
point which Yasui speaks her reaction upon learning 
that her grandfather committed suicide. The images she uses 
are old home movies Masuo and Shidzuyo standing out- 
doors and looking United States flag; the two them 
standing outdoors, Masuo holding Yasui’s older brother 
and the boy. The narration: 


year after started this film father told the fol- 
lowing story, and his silences began make sense. The 
trust and respect grandfather worked hard for dis- 
appeared with Pearl Harbor. For many former friends 


and neighbors, the length his 
sentence was proof that he’d been 
disloyal his country. 
grandfather grew older, got 
anxious and fearful, always wor- 
ried that the FBI was coming once 
again arrest him. After too 
many years suffering these 
fears, grandfather committed 
suicide the age 71. took 
father years tell this. 


During the last two sentences, the 
image Masuo and the boy freezes, 
then cuts black. This sudden lack 
visual movement and subsequent 
blackout forces the viewer focus 
saying powerfully painful that the 
image rendered immobile. few 
minutes later the documentary, Ya- 
Sui returns the moment Robert re- 
vealed the secret Masuo’s death: 


The night father told about 
grandfather’s suicide, were 
alone the kitchen. was asking 
about grandfather’s life after 
the war, when dad suddenly 
grew quiet and said, ‘Don’t you 
know how died?’ And when 
said that, somehow knew. 
because could see father’s 
pain. And cried because that 
instant grandfather seemed 
more real than ever before. 


precisely because Robert 
withheld information about Masuo’s 
suicide for many years that Yasui 
understands the magnitude his pain, 
and finally understands his evasions 
and silences. further explains 
Yasui: 


think this all part some 
the very painful things that 
tend not discuss. It’s the same 
psychological reason that the second generation, the ni- 
sei, didn’t talk about the evacuation; and you remem- 
ber, did not discuss with you. was perhaps part- 
feeling that was past, was done with, was 
unpleasant time our lives and it’s past. Let’s get 
with life. 


could speaking for much the population sur- 
vivors internment camps. The unwillingness discuss 
camp experiences and other unpleasant periods life 
echoed several written records and artistic pieces Japa- 
nese-North Americans. the Yasui family, nisei re- 
spected Robert’s wish that his children protected from 
the trauma the camps, and about the circumstances 
Masuo’s death. Shikataganai. this collective silence 
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which actually spurred Yasui pursuit the rest the 
story. must also noted that Yasui’s status sansei 
member the family allows her the emotiona! distance 
from the trauma associated with the camps necessary pur- 
sue the topic. Where her parents’ generation immigrants 
has worked hard assimilate into culture, she con- 
versely the position trying rediscover her Japanese 
heritage and seek out the cultural influences which have af- 
fected her grandparents, father, and other Japanese relatives. 


FORM AND STRUCTURE 


The structure the film elliptical. Rather than un- 
folding the “events” the film linear fashion, for ex- 
ample according the chronology the war, the events are 
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revealed accordance with Yasui’s own process investi- 
gation. This process includes false starts; backtracking 
pick what was originally overlooked; re-evaluating; and, 
ultimately, progression. means the process effi- 
cient, clean, easy. First, Yasui travels Hood River 
interview her relatives, and finds that they consistently leave 
out sections family history. Sensing their reluctance, she 
simply departs, planning outside research her own. 


read everything could about Japanese-Americans, 
and scoured old family scrapbooks and albums. Togeth- 
they told very different story than what heard 
before. There were more relatives talk to. This time 
had better idea what was looking for. 


Yasui resumes her interviews, this time asking the nisei 
pointed questions about their lives during World War II. Her 
relatives answer frankly, relating detailed stories their ex- 
periences arrest and during the war. 
this second round questions that Robert tells her Ma- 
suo’s suicide. Rather than using this climactic moment 
signal the end the documentary, serves starting 
point for the discussion Masuo’s quite productive life af- 
ter his release from the internment camp. Time the film 
not organized strictly chronologically; instead flows ac- 
cording Yasui’s own sense how the story must told. 


find this elliptical structure, taken along with the con- 
tent the film, compelling. Yasui incorporates her own el- 
liptical process making this documentary into the struc- 
ture the film, giving self-reflexivity which makes the 
viewer aware her experience and opening another lev- 
meaning. Furthermore, Yasui’s aunt, uncles, and father 
have come through cycles terms understanding their 
unjust internment; first, some chose downplay with 
their children, then with the advent Yasui’s documentary 
they begin talk more about along with their father’s 
suicide. 


The way which Yasui frequently comes back around 
the specific conversation with Robert about Masuo’s sui- 
cide striking example the cyclical nature the film. 
She first alludes Masuo’s wrongful internment the in- 
troductory narration the film, then leaves the subject un- 
touched for nearly half the duration the documentary. 
about three-quarters the way through the film that she 
weaves her bit narration mentioned earlier, which she 
relates the climactic conversation with Robert and shows 
him explaining why many nisei kept this information from 
her generation. this point, section Aunt Yuka’s inter- 
view, section which signifies her own level peace with 
her father’s suicide, included: “Dad had such meaning- 
ful life. don’t know that terribly concerned about 
how Dad died when died. think the significant thing 
that lived!” 


Then Yasui features several minutes interview mate- 
rial about altruistic work teaching citizenship class- 
for members the Japanese-North American community 
his new-found home Portland, Oregon. She subse- 
quently circles back her own response (tears) and her 
flood recognition Robert’s pain, upon learning the cir- 
cumstances Masuo’s premature death. This back-and- 


forth structure paralleis many peoples’ experience dealing 
with trauma: people seldom progress through stages grief 
from one ten, linear, methodical fashion. Instead, am- 
bivalence and emotional flux are commonplace. 
film craft exquisitely mirrors the mutable nature human 
emotion and memory. 


continues deal with the consequences 
her representational choices making the film. tele- 
phone conversation (5/10/91), asked Yasui what her fami- 
ly’s reaction her film was after they had seen the finished 
version. This question seems important, given what she 
wrote about the impossibility any film being completely 
representative. What follows summary her re- 
sponse. She said that hard say that there was one re- 
action from her family, since her family quite large. Their 
reactions varied enthusiastic approval quiet appre- 
hension. While other sansei seemed identify with her ex- 
perience trying coax family history out relatives, 
many nisei were very concemed with what had been left 
out. For instance, some felt her Uncle Min, the lawyer ac- 
tive the reparations movement, should have been given 
more screen time because his great contributions the 
community. 


While most family members felt comfortable some 
level with her piece when was limited distribution, their 
anxiety increased when the Public Broadcasting Service 
picked FAMILY GATHERING for broadcasting. Forty 
years after his death, some family members continued 
concerned about other peoples’ interpretation Masuo Ya- 
sui’s suicide. The Yasui family honor continues very 
important them, and they worried that mainstream audi- 
ences would misinterpret Masuo’s suicide admission 
guilt. Yasui herself feels that his suicide was probably di- 
rectly linked emotional depression caused the scars 
unjust imprisonment. 


SOUNDTRACK 


careful examination the soundtrack FAMILY 
GATHERING reveals intricate mixture musical 
themes, ambient sounds, and excellent interview sound. in- 
terpret the music mixture the soundtrack expression 
Yasui’s multi-faceted experience living the United 
States woman half Japanese, half white ancestry. 
addition, the experience Robert’s generation relatives 
can associated with this mixture types music, since 
they too live under the influence two different cultural 
systems. Yasui alternately includes shakuhachi (Japanese 
flute) music, koto (traditional stringed Japanese instrument) 
music, and simple Western-style piano chords musically 
illustrate her film. The music, composed Sumi Tonooka, 
woven sparingly, used accent and aid transi- 
tions within the film, rather than used constant pres- 
ence. Tonooka Japanese/African-American woman 
whose mother was interned during the war. 


The ambient sound the film really where the most 
interesting intricacy lies. The faint ambient sounds accom- 
panying old home movies evoke the memory sounds, 
which adds richness the sense the tenuousness visu- 
and emotional memories. For instance, Yasui often in- 


Cludes the white leader sections the 8-millimeter films. 
When the leader shown, the sound film projector 
subtly evident: the rapid click-click-click the flywheel en- 
gaging the sprocket-holes film. Since Yasui the same 
time narrates about the fact that her former vision her 
family’s past largely shaped home movies, hear- 
ing the sounds projector brings the viewer closer her 
experience watching these movies over and over again, 
learning associate the sounds with family. other scenes 
from the home movies, like those which portray the West 
Coast Yasui children, sounds children laughing are 
layered in; likewise, the street scenes, car engine noises 
are faintly present. the numerous outdoor scenes, ambient 
bird noises fade and out. All these sounds add verisimili- 
tude Yasui’s construction her past. 


COMPLETION 


Because Yasui does not claim universality the pres- 
entation her own and her family’s experiences, think her 
documentary ultimately more valid than those produced 
using conventional documentary codes. Yasui speaks her 
own truth, never presuming speak for anyone else. this 
way, the film becomes genuine, undisputable depiction 
reality which deserves careful consideration. 


Yasui concludes her film with some words about her 
former sense her ancestral past, her revised understanding 
the internment Japanese-North Americans, her fami- 
ly’s history, and the interconnection between them all: 


Now watch these movies and everything looks little 
different. I’m aware the history that lies behind these 
images; and the moments togetherness recorded here 
longer take for granted. It’s past family made 
for themselves. And it’s past they gave me. 


Here Yasui weaves back into the fabric that memory 
new information and stories which flesh out and bring life 
sketchy (and false) recollection. She forgives her family’s 
reconstruction the past, forgives their silences and omis- 
sions, because she now understands the incredible pain asso- 
ciated with the war years. Not only those years bring 
back memories their own complete upheaval, incarcera- 
tion, and destruction their family unit; those years also 
signal the beginning the spiritual and physical death 
the “self-made man” they knew and loved their father. 
Yasui decides that they deserve create the past they want 
have, after surviving the traumas associated with the 
camps. 


She turn gives herself permission the same. 
the end the documentary she does not discard her favorite 
memory listening her grandfather talk into the night. 
child she felt that she had special connection with 
Masuo: the memory repeatedly looked her and 
smiled. Now that she knows more than ever about him, now 
that feels more real her than ever before, the memory 
richer and more meaningful. This Yasui’s reward for 
engaging this filmic search for personal history. 
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NOTES 


Distributor one-hour version PBS video. Distributor 30- 
minute version New Day Films, 121 27th St., Suite 902, New 
York, 1001, (212) 645-8210. 


Several films and videos about Japanese-North American intern- 
ment use clips from Japanese Relation (1943, minutes), Unit- 
States government Office War Information newsreel. Narrat- 
Milton Eisenhower, the newsreel desicts scenes crowds 
Japanese-Americans they wait for government officials 
process their paperwork, take fingerprints, and load them buses 
and trains the waiting concentration camps. The videotape now 
distribution (through the National Audiovisual Center Wash- 
ington, D.C.) offers the disclaimer that the newsreel does not nec- 
essarily reflect current governmental policy. 
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AIDS: CHAPTER ONE. TONGUES UNTIED. 


ABSOLUTELY POSITIVE 


PBS and AIDS 


Ronald Gregg 


Last year PBS announced the new season its P.O.V. 
series, which included Peter Adair's ABSOLUTELY POSI- 
TIVE and Marlon Riggs' TONGUES UNTIED, two docu- 
mentaries gay men who had tested spent that 
summer Midwestern city where ABSOLUTELY POSI- 
TIVE was shown, but TONGUES UNTIED was canceled. 
phoned the local PBS station for explanation, and sta- 
tion representative told that the station management had 
previewied the program and decided replace because 
they were upset the obscenity, i.e. "The film used the 
word about every The representative continued, 
not prude, but even found the show and she 
ended the conversation noting that the station aired AB- 
SOLUTELY POSITIVE, they couldn't accused 
prejudice against homosexuals. 


Shortly after the night that TONGUES UNTIED should 
have aired that town, received videotaped 
copy recorded anonymous person the station. 
watched the video with friends and quickly realized that 
wasn’t “fuck” that had disturbed the representative, but the 
tape's political ideas and aggressive, graphic, gay sexual im- 
agery. Clearly, the management feared that the form and 
content would disturb their the white upper- 
middle class patrons who financially the station. 


Last summer approximately two thirds the country's 
PBS stations cancelled TONGUES UNTIED (Milloy 3). 
This doubt had chilling effect and spells trouble for the 
P.O.V. goal air all with 
previous PBS programming controversies, the problem lies 
with subject matter and style: subordinate minorities may 
speak, but only with weak, passive voice, safely subordi- 
nated that the sympathetic, white upper-middle class. 
illustrate how this works, only need compare Adair's 
and separate summer offerings. 


ABSOLUTELY POSITIVE tape which 
admire but also recognize that ways, plays into the 
mainstream representation gays and HIV+ groups. par- 
ticular, keeps them distant, controlled, and sympathetic 
through the interview/talking heads format. viewer can 
easily judge these nice HIV+ persons, seeing them receiv- 
ing their sad retribution for past "unhealthy" lifestyle. 
the other hand, Riggs uses variety stylistic means ex- 
plore his own black gay background and lifestyle with 
justification, apology. The work confrontational and 
aesthetically provocative, never neutral, exposes the 
prejudice and condescension the white majority, includ- 


ing white gay men. (See Chuck in-depth analysis 
TONGUES UNTIED and his interview with Riggs 
Jump Cut 36.) Adair allows comfortable distance; Riggs 
gets under the skin. Adair can safely televised; Riggs 
cannot. 


That PBS censored TONGUES UNTIED not surpris- 
ing. That act consistent with PBS' history its relation- 
ship independent documentarists the United States. 
PBS' original freedom and independence, its mandate of- 
fer diverse set political and social viewpoints, has been 
attacked and undermined almost from the beginning its 
creation 1967. First during the Nixon administration, then 
intensifying during the Reagan years, political and commer- 
cial pressure groups have systematically attempted erode 
destroy PBS' original mission. 


offer here brief historical review the politicization 
the Corporation for Public Broadcasting (CPB), which 
provides some funding for PBS, and description the 
steady encroachment solicited commercial and public 
funding for PBS during the Reagan presidency. then wish 
discuss PBS' blatant censorship documentary program- 
ming, focusing the 1982 MIDDLETOWN series and the 
SEVENTEEN episode. Following that, shall analyze the 
style and content the documentary AIDS: CHAPTER 
ONE (Thea Chalow, 1985), appearing PBS' NOVA se- 
ries. This series significantly illustrates more insidious re- 
sult political and funding pressures PBS documentar- 


AIDS: CHAPTER ONE misleads while appears in- 
form. The series whole reflects PBS' desire for safe, 
reassuring documentation reality the Reagan 80's, one 
which would promote the view the dominant cultural and 
medical establishment unified, powerful, all knowing and 
well meaning. Looked closely, the program's simplifica- 
tions amount distortions; its cliched, conventional, narra- 
tive form misrepresents both the medical role 
and attitude vis-a-vis the AIDS crisis and the humanity 
gay PWAs (People With AIDS). 


PBS' HISTORY POLITICAL CONTROL OVER PBS 


independence and freedom from governmental 
controls (supposedly guaranteed federal policy written 
1967) was very short lived. Congress left too many loop- 
holes. Within years, the Nixon administration, unhappy 
with PBS programming, set out control this new broad- 
cast system. Political programs which allowed ad- 
versaries platform and programs reflecting the social tur- 
moil the Vietnam War regularly raised the ire the 


Nixon administration. suppress 
such political discourse PBS, 
Nixon and his staff attacked the 
CPB which provided financial sup- 
port for PBS. Papers released un- 
der the Freedom Information 
Act 1979 reveal that Nixon had 
ordered funds for public broad- 
casting cut immediately" (qtd. 
Wicklein 28). But upon the ad- 
vice his Office Telecommuni- 
cations Policy, Nixon instead ap- 
pointed men sympathetic his 
viewpoint the CPB board. in- 
ternal White House memo con- 
firms this premeditated action: 
"We need eight loyalists control 
the present CPB board and fire the 
current staff who make the grants” 
(qtd. Wicklein 28). 


The offending programs soon 
disappeared from the television 
screen. The CPB collaborat- 
ing with the Nixon White House, 
meeting with the administration 
and providing lists detailing future 
programming and program guests. Predictably, Nixon con- 
tinued use his veto power, forcing Congress pass bud- 
gets with less funding devoted public affairs program- 
ming (Harrison 34, 37). 


The Ford and Carter administrations allowed PBS re- 
gain some its former journalistic freedom and indepen- 
dence. Later, Harrison, former director corpo- 
rate communications for CPB, points out, terms public 
broadcasting policy, the Reagan administration brought 
back same spirit and some the same personalities 
the Nixon administration [Pat Buchanan, for one]... (37). 
Amid the budget reallocations the early 80s, the first bud- 
get plan submitted Congress Reagan's Office Man- 
agement and Budget offered public broadcasting govern- 
ment funding. The Reagan administration proposed that 
public broadcasting should survive through advertising, 
foundation and corporate sponsorship, and 
butions (Harrison 37). 


compromise with the Reagan administration, Con- 
gress reduced funding for the 1983 CPB budget from the 
previous allocation $172 million $137 million. CPB's 
budget remained this operating level until the 1987 bud- 
get allocations which increased CPB appropriation 
$200 million (United States 257). Beginning 1982, the 
future loss government funding became obvious, PBS 
courted corporate and public support make the differ- 
ence. Additionally, programs difficult finance, such 
news and pubiic affairs programs, were cut. 


SEVENTEEN AND THE “NEW” CONTROLS 
PBS PROGRAMMING 


The SEVENTEEN case study illustrates the pressures 
that these new sources funding began exert PBS 
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ABSOLUTELY POSITIVE 


programming. 1982, PBS aired six-part series called 
MIDDLETOWN. Five the six episodes offered mostly 
positive portrayal various aspects contemporary Mun- 
cie, Indiana. However, one the installments, SEVEN- 
TEEN, film that explored black and white working-class 
high school students, showed Muncie high schoolers smok- 
ing pot, resisting school authorities, drinking parties, and 
most significantly, scenes interracial kissing. This install- 
ment was eventually pulled from the series the producer, 
Peter Davis, after pressure from Xerox, the corporate spon- 
sor for the MIDDLETOWN series, various citizens Mun- 
cie and PBS executives. 


After preview SEVENTEEN, company officials 
Xerox, about the image that the film projected, 
found the program too offensive for the Xerox image. Al- 
though Xerox did not rescind its funding for the series, 
dropped its promised national advertising campaign for 
MIDDLETOWN and publicly disassociated itself from the 
series (Lingemann 723). Following Xerox's reaction, again 
after previewing SEVENTEEN, the community Muncie 
pressured PBS cancel that installment, claiming that the 
documentary skewed the presentation their high school. 
group parents and school officials threatened lawsuit 
claiming that the documentary filmmakers had not received 
proper consent for the participation minors the film- 
ing. Citing matters PBS, turn, pressured Davis 
edit five minutes out the footage, scene where two 
teenage boys discuss sex. After meeting with citizen's 
group from Muncie, PBS officials requested additional cuts, 
whereupon response Davis pulled the documentary from 
the series (Mayer 35). 


Analyzing the controversy and content, 
Patricia Zimmermann notes how the docnmentary's form 
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and style contributed rejection the film. Instead the 
film's concentrating one student's reactions and experi- 
ences high school "through structure development, 
crisis, and Zimmermann points out, the docu- 
mentary offers "over different characters," and 


with such multitude characters, many whom 
come and the course the film, SEVENTEEN 
not only portrays working-class teenagers but structu- 
rally abandons the myth bourgeois individualism iso- 
lated from social interaction that pervaded the rest 
the films. (14) 


Zimmermann that the style 
hand-held camera, long takes, and wide angle lens doesn't 
allow the viewer objective, passive distance from the ma- 
terial (14-15). result, viewers hostile reactions SEV- 
subject matter were heightened its non- 
conventional style which challenged what the viewer ex- 
pected from documentary. The people Muncie wanted 
sound and look film like all-American, Norman 
Rockwellian community, but SEVENTEEN's structure and 
style challenged such image and all its implications. 


The SEVENTEEN controversy underscores not only 
the new economic controls PBS' content, but, equally im- 
portant, the developing formal restrictions style politi- 
cal and social documentaries for PBS. Independent film pro- 
ducer Lawrence Daressa summarizes the effect that 
corporate and public sources financing had PBS: 


More and more, public television was distinguished 
from its commercial competitors only that lacked 
the courage its own lack conviction. short, pub- 
lic television was sacrificing its original broad public 
purpose programming diversity and innovation 
pursuit its narrow commercial ambitions. (qtd. 
Aufderheide 


PBS' reliance corporate sponsors resulted partic- 
ular emphasis non-controversial programming culture, 
science and nature, and education. Other subject matter and 
other formats were either censored rebuffed corpora- 
tions that exterted control over the programs. For instance, 
Bill Moyers was unable air controversial opinions for 
WALK THROUGH THE 20TH CENTURY funded 
Chevron; indeed, after three "controversial" programs his 
BILL MOYERS JOURNAL, corporate sponsorship was 
canceled. 


Harrison claims that during the time worked for 
CPB, from 1976 1985, public producers regularly 
showed programs underwriters make sure that the 
shows would not offend sponsors, exercise blatant and 
willing self-censorship. Corporate sponsors declare candidly 
that they should not throw money away programs that 
fail promote "feel-good" image for the company (Harri- 
son 38). 


should finally note that besides creating funding 
problems for public broadcasting, the Reagan administration 
appointed new members CPB's board which oversees 
CPB's distribution limited resources. 1984, the CPB 
board chairperson was replaced Sonia Landau, who had 


headed Women for Reagan/Bush the 1984 election. Like 
many such appointments conservatives hostile contem- 
porary art and artists arts and humanities boards, this act 
underscored the politicization and nepotism the board. 
This new Reagan-controlled CPB board asked why PBS fo- 
cused controversial issues and not patriotic program- 
ming. Such programming would emphasize national 
achievement the classics. Weighing with unintentional 
irony, Landau thought there should series developed 
explaining the U.S. Constitution. sum, the board, like oth- 
funding sources, worked systematically and effectively 
control the ideological content PBS' programming. 


HOW “POPULAR” PBS SERIES 
REPRESENTED THE AIDS CRISIS 


NOVA, one PBS' prestige series, continues re- 
ceive generous corporate sponsorship. promoted 
program that contains "explorations exciting develop- 
ments the cutting edge science, medicine, and technol- 
ogy.” The series entered its 19th season 1991, ranked 
third popularity for all PBS' continuous series (Renew- 
Record from PBS). appears that NOVA has never faced 
the financial difficulties that more challenging controver- 
sial programs have faced. 


Given its image, longevity and continued corporate sup- 
port, Nova's tackling AIDS might have been considered 
daring, even surprising for the year 1985. However, view 
Thea Chalow's AIDS: CHAPTER ONE shown NOVA 
realize how far PBS had strayed from its mission foster 
innovation and diversity programming and how success- 
fully the Reagan controls had become entrenched that 
time. 

documentary can political statement representa- 
tion much what omits its conventional, omni- 
scient, objective pretensions any explicit political mes- 
sage contained the footage. Superficially, AIDS: 
CHAPTER ONE purports show how medical science re- 
sponded the AIDS crisis, covering the period from 1981, 
beginning with the discovery the AIDS epidemic the 
U.S. the Center for Disease Control (CDC), 1984, end- 
ing with the announcement Robert Gallo's discovery 
(the U.S. version the human retrovirus) 
Margaret Heckler, Reagan's Health and Human Services 
Secretary. Even the title suggests comprehensive, authori- 
tative first installment, "All About AIDS" date. 


The documentary actually promotes false picture 
cooperation, harmony and progress selected doctors and 
researchers recount team-sleuthing efforts track down the 
killer disease and save its helpless victims. The sci- 
entific community's voice AIDS: CHAPTER ONE one 
power, facts, control, and yes, compassion verging 
pity. The pariah victims, passive and feminized, have virtu- 
ally voice all. Sick and alone, they wait for death 
miracle from their medical saviors. 


The director relies upon conventional narrative struc- 
ture and style show how the virus that leads AIDS was 
discovered the medical community. Unlike the challeng- 
ing, unconventional style SEVENTEEN TONGUES 


this format limits any 
discussion the real problems in- 
volved with early AIDS research 
and funding. fact, the program 
depicts powerful establishment 
institution favorably the very 
way that supports the “national 
achievement" ideal for PBS pro- 
gramming which was expressed 
the Reagan-appointed CPB board. 


Promoting the documentary's 
1985 premiere, Guide notes 
that Dr. Robert Gallo works the 
"forefront U.S. AIDS research." 
The synopsis explains, 

"He [Gallo] and other scientists 
the U.S. and France retrace the 
steps that led them their first big 
breakthrough: the isolation 
AIDS-causing virus" (TV Guide 
95). The documentary was clearly 
not conceived challenge ques- 
tion any way how the CDC, Gal- 
lo, other medical researchers 
handled the search for the virus. 
The program could never entertain 
the concept that doctors may ignorant, harbor prejudice 
and often work self-servingly competitive way. 


DOCUMENTARY MADE LIKE FICTION 


Written, produced, and directed Thea Chalow, 
AIDS: CHAPTER ONE lapses into classical, fictional nar- 
rative structure through its use individuals with consistent 
psychological characteristics, goal-oriented narrative, cau- 
sality determined characters, and narrative linearity. (See 
David Bordwell's discussion the classical Hollywood nar- 
rative, pgs. 157-164). Chalow's documentary set like 
Hollywood detective story with three principal, stereotypical 
characters: the detective, the victim, the killer. 


The doctors and medical researchers from Chalow's 
documentary embody the detective role. These medical doc- 
tors/researchers are consistently shown the ever active 
characters. They talk the telephone, observe patients, and 
work the laboratories, looking for clues. Their active, 
knowledgeable roles are further emphasized their being 
called their professional titles, juxtaposed against the first 
name labeling the patients. 


the beginning, the mystery unfolds, the narrator 
explains that the doctors/detectives remain 
about the nature this new medical killer. Although sym- 
pathetic and benevolent around the patient/victims, these 
medical detectives are described "protected emotionally," 
able continue even though surrounded death. They 
piece the evidence together logically, stalking the AIDS kill- 
er. Strong and heroic, they never use plastic gloves pro- 
tect themselves when dealing with their patients. They are 
shown they actively move from location location, 
focused their mission. 


AIDS: CHAPTER ONE 
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Meticulous their records, these detectives piece to- 
gether the traits the virus that leads AIDS, taking the 
the killer and discovering its identity. The 
medical narrative goal the film set the main charac- 
ters: race against time the cause AIDS 
and save the disease's victims. 


The targets the documentary's elusive killer are the 
gay AIDS patients. The entire program feminizes people 

with AIDS, following the easy, predictable stereotyping 

homosexuals the dominant media. The gay 

labeled the documentary, helplessly and 

passively await the disease, much the hapless women 

standard detective films fear their pursuer and await deliver- 

ance protection. 


Kevin McConville, featured AIDS patient, claims, 
have never hurt fly." And earlier closeup, the camera 
lingering record his pain, Kevin, unlike the stoic doctors, 
holds back tears discusses his friend Bill's death from 
AIDS. AIDS: CHAPTER ONE are shown do- 
ing domestic tasks the home, watering the plants put- 
ting the groceries after trip the supermarket, recalling 
the stereotypical housewifely lack empowerment au- 
thority. 


another representational level, these gay 
remain stigmatized sexually transmitted disease which 
gays have spread “outside the homosexual ac- 
cording the narrator. this aspect, they are depicted sim- 
ilar Hollywood's femmes fatales who, even the film of- 
fers apology for their harmful behavior, must 
punished for their loose, sexual conduct. fact, the end 
the documentary, are informed that Kevin died, with 
the reminder that had contracted "AIDS through sexual 
contact with person infected with the virus Deserted 
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family and friends for their sinful actions, these guilty "vic- 
are comforted heroes white who continue work- 
ing out the dangerous world—sleuthing save gay vic- 
lives. 

The third character this detective narrative deals with 
the elusive killer, AIDS. AIDS: CHAPTER ONE, this 
cruel, heartless predator causes its "victims" "die miser- 
able while spreading among the general 
population. Dr. Jaffe, the Center for Disease Control, 
characterizes the days before they had identifed the retrovi- 
Tus "scary reinforcing the implication that the 
cause for alarm has abated been tamed. Thus, AIDS, al- 
though not given human face, becomes personified the 
program “an insidious new causing death and pan- 
among the population. 


With these characters, Chalow follows classical detec- 
tive story model. First, the film has standard, expository 
introduction, omnipotently relaying background information 
through male narrator (similar the narrative voice 
crime dramas, such DRAGNET's, the 
The opening shot establishes San Francisco the dark city 
where the killer surfaces. the narrator relates the pre- 
AIDS political and social turmoil sexually liberated gay 
community, the montage sequence moves the viewer from 
the opening shot the Golden Gate Bridge active 
Castro Street scene. The camera specifically focuses 
image two gay men with arms wrapped 
around each other while one rests his hand his partner's 
ass. this point, the narrator intones that the Castro, 
men celebrated their sexual liberation private clubs 
and establishing the environment the exotic, 
sexual "other." 


The narration moves discuss AIDS, and the editing 
cuts our first "victim," Bobby Reynolds, seen walking 
alone down the street. After giving background Bobby, 
visits his health clinic sits alone his darkened 
kitchen, the narrator tells that "this the story how 
modem science has begun unravel its [AIDS] 
This opening prologue closes with "Biological Hazard" 
waming sign and nurse wearing mask, gown, and gloves 
entering the danger area, emphasizing the horror and conta- 
gion associated with the killer. 


The documentary then shows how "medical detectives 
tracked down the who, what, and where this deadly new 
epidemic. The hunt for why followed." This detective for- 
mat dominates and shapes the script. After the introduction, 
the film shifts the Center for Disease Control, introducing 
its corp epidemiologists who put the first pieces 
the puzzle together. After the first AIDS cases are reported, 
one the Dr. James Curran, asks rhetorically, 
"What could going gay men?" Here, the medical 
detectives begin formulate questions about the gay vic- 
habits that will lead possible clues. With each an- 
swered question, the narrator claims that the detectives have 
one more piece the puzzle, one more clue. the mean- 
time, the doctors and patients remain for signs 
AIDS which can any moment. 


Eventually, the narrator notes, “evidence began ac- 


until "the secret code was broken." The film con- 
cludes with the narrator explaining that "the first heat has 
been run" against this "disease the century.” Although the 
doctors have won this with fictional villains 
such Dr. Moriarty, AIDS still large, the race 
from over.” More AIDS chapters, may infer, will follow 
keep abreast the drama. From beginning end, the 
documentary trapped this mystery/detective format and 
all information offered selected and, result, 
shaped conform the narrative structure. 


Aside from the narrative, AIDS: CHAPTER ONE 
trapped its illusion historical, chronological linearity. 
Each scene connected the narrator who moves for- 
ward specific time periods the discovery new 
and the explanation the importance that clue and 
how was uncovered. Each scene follows the previous one 
closed logical paradigm. The editing sets and tightens 
the narrative noose which guarantees that the documentary 
representing reality and truth. 


his study film narration, David Bordwell points 
out that the dominant style found the classical fictional 
film characterized centering, control sound and 
lighting, and linear editing (162-163). Chalow's documen- 
tary has little camera movement, only occasional pan 
follow someone down corridor through door. The 
scenes remain static: the figure planted center space 
such actions talking telephone giving blood 
sample. 


The documentary also uses many “talking heads" cen- 
tered the frame where figure sits behind desk, 
looking directly into the camera with unchallenged authori- 
ty. The sound track emphasizes only the narrator and talking 
heads, removing background noises and disturbances 
keep the attention the dominant voice. the same vein, 
the spaces are well lit remove shadows, thus eliminating 
visual nuances distractions. The editing moves with pre- 
determined, linear sense. remains non-obtrusive, designed 
like the sound and the lighting focus our attention the 
individuals and their legitimacy and control. film 
clearly uses classical Hollywood style well form. 


Beyond the preconceived authority implied histori- 
cal documentary science, documentary film 
this type tries convince its realism through stylistic 
authority and evidence. First, the presence the au- 
thoritative narrator giving account our heroes' search. 
The narrator, central force disembodied objectivity, 
helps create cohesion the film, connecting scenes 
through guiding temporal discourse, and, the manner 
infallible teacher, explaining the science behind AIDS. 
This stereotypical, professional male voice carries pre- 
sumed weight truth, reinforced from its use countless 
newsreels, documentaries and television reportage. 


Second, images science back the medical authori- 
ties, graphically supporting their scientific validity and ob- 
jectivity. the laboratory, are treated test tubes, com- 
puters, and microscopes. Clinical pictures AIDS patients 
with Kaposi Sarcoma (KS), microscopic views blood 
cells, and X-rays demonstrate medical realism that seems 


record the scientific truth. 


Third, the film uses animation 
illustrate how AIDS works 
the body. see how the body's 
defenses break down with the on- 
set AIDS. With these diagrams, 
the narrative presents condes- 
cending, simplified scientific ex- 
planation that evidences the superi- 
ority science over our 
knowledge. 


Fourth, the institutions that 
support these medical detectives 
provide imposing, material authori- 
ty. The film makes point estab- 
lish the identity each 
institute before discussing the ac- 
complishments carried out inside. 


Finally, mentioned earlier, 
the “talking medical au- 
thorities speak from behind their 
desks with piles books the 
background. The composition uses 
centered figures who look directly 
the camera emphasize the 
truth and candor their words. Dr. Montaigne displays his 
notebook during one these sequences, illustrating the au- 
thoritative results his experiments. 


these various stylistic methods representation and 
empowerment its narrative fictional form, AIDS: CHAP- 
TER ONE aspires create the illusion historically ob- 
jective presentation reality. Chuck Kleinhans, however, 
notes that these “tired cliches” the dominant PBS form 
over social cracks and contradictions” (321). The 
medical participants their story from their own view- 
points while the PWAs become mere pawns and guinea pigs 
for those authoritative voices. Chalow, appearing remain 
aloof and objective and using limited and limiting conven- 
tional style and format, fails expose the very real prob- 
lems her portrayal doctors and 


Looking back the historical context during the time 
that AIDS: CHAPTER ONE was made, the documentary's 
problems and limitations are clearly inevitable. Klein- 
hans explains, simple “problem and solution" documen- 
tary this type, "removes the problem from its larger politi- 
cal, economic, and social framework and presents its 
most empirically observable (325). what historical 
realities, what "framework," does miss, losing the 
opportunity educate herself and us? 


her representation PWAS, all Chalow's exam- 
ples are white, gay men. This reinforces the belief that 
AIDS gay disease with gay men passing the 
AIDS" through the rest the population like 
This further emphasized the animation illustrating the 
AIDS risk groups. Her diagram starts with gays; then 
vanishing point perspective, the animation adds drug abus- 
ers, Haitians, and finally hemophiliacs, after which the two 
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AIDS: CHAPTER ONE 


lines enclosing these groups meet the far distance. Hemo- 
philiacs, the innocent victims, are therefore the last group 
the "general get AIDS indirectly from guilty, 
contaminated gay men. 


However, the statistical breakdown PWAs during the 
period covered Chalow's documentary tells another story. 
Gerald Oppenheimer points out that the first heterosexu- 
patients (one whom was female) were reported Au- 
gust 1981, only few months after the first re- 
port Pneumocystis (PCP) among five gay 
men. June 1982, the MMWR noted that almost one third 
the patients with and/or PCP were wom- 
(Oppenheimer 279). 1983, Larry Kramer noted, "Six 
percent all AIDS cases are now occurring what...is 
called general i.e., people who are not gay, 
Haitian, hemophiliacs, drug (69). 


Chalow doesn't mention these patients. his discus- 
sion how population responds epidemic, Guenter 
Risse explains, 


Flight and denial come first, followed the scapegoat- 
ing those who are judged different virtue 
religious beliefs, cultural practices, economic status. 
These social reactions reveal our ambiguities about the 
meaning such diseases while furnishing convenient 
targets for projecting responsibilities and blame. 


This what happened with AIDS. failing provide 
the real, statistical patient breakdown, Chalow fails ade- 
quately discuss how patients were stigmatized during the pe- 
riod covered her film. 


her narrative, the gay patients are alienated, isolated 
from lovers and family, and helplessly dependent upon the 
medical system and support groups. this way, the film 
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empahsizes gays living quasi-quarantined situations. Bob- 
and Kevin finally have their only companions their 
faithful dogs. her discussion the "iconography dis- 
Sander Gilman notes that the isolated gay patient em- 
bodies 
both victim and cause his own pollution. Already fe- 
minized the traditional view his sexuality, the gay 
man can now also represent the conflation the imag- 
the male sufferer and female source suffering 
traditionally associated with syphilis. (99) 


noted, restrictive narrative form imposes 
this feminized role upon the gay once more rein- 
forcing stereotype and myth, not challenging them. 


This isolation the gay patient, except for the caretak- 
ing presence the doctors and medical personnel, suggests 
helplessness the patient's part. the PWA 
passive, non-participant life, existing the edge 
death. These individuals, the documentary implies, long- 
have active life authentic voice. Chalow gives 
AIDS support groups passing mention when introducing 
Kevin McConville, but the film's form emphasizes the isola- 
tion. 


reality, however, the time the documentary, the 
gay community had already started show PWAs that 
AIDS need not lead passive acceptance death. The 
medical and scientific communities means offered the 
sole sources for health support and hope. Larry Kramer 
wrote 1983, "GMHC [Gay Men's Health Crisis] provides 
crisis counseling, group therapy, welfare guidance, recrea- 
tional activities, and hospital and home care" (71). Kramer's 
article the Village Voice points active, effective and re- 
alistic participation groups other than the medical com- 
munity. fact, after viewing AIDS: CHAPTER ONE, one 
can only ask frustration anger: Where are the patients 
whose friends did stay and help take care them? Where 
are the PWAs who became political force addition 
supporting calling for increased government fund- 
ing for research and especially services? From 
film, one would envision suspect the emerging, chal- 
lenging, untidy existence AIDS activists such ACT 
(AIDS Coalition Unleash Power) which included PWAs. 
This coalition didn't suddenly spring one magical spring 
afternoon protest Wall Street. 


Only once does Chalow mention gay activists, noting 
that the summer 1983, "gay activists criticized the gov- 
ernment's response the health crises and urged additional 
funding for From Chalow's film, one would think 
that PWAs always trusted doctors, that they should trust 
doctors more than informed activist friends. The concept 
certainly not new, that treating patients humane, practi- 
cal and useful ways, beyond just treating the disease. Yet 
such concept remains chillingly absent from this documen- 
tary. have explored such concepts would, course, have 
destroyed the work's symmetry and challenged the certain- 
ties shown. 


related subject, Chalow's film does not discuss the 
political problems with funding that gay activists were pro- 


testing. his first term office, backed his "trickle 
down" approach economics and the communist threat, 
Reagan was able reduce taxes, increase the military bud- 
get, and cut domestic spending social problems such 
health. AIDS, fact, represents why does 
Chalow not explore the slow response funding for re- 
search and health related services for HIV infected persons? 


AIDS: CHAPTER ONE fails discuss the implica- 
tions the money that did get spent research. The film's 
tag ending gives the following reassurance: blood 
screening test currently available and will help prevent 
the spread AIDS through blood But never 
does she make the connection between the discovery 
(attributed Gallo) and the commercial produc- 
tion kits that would test the blood supply, thus keeping 
the panicked general public free from the "gay plague." 


host related material questions arise: What compa- 
nies benefited from the marketing these kits? Did the 
availability testing affect the handling AIDS insu- 
rance companies? Why does the documentary make men- 
tion and certainly critique the strident calls for testing 
identify "AIDS carriers" and quarantine them? Why, one 
finally wonders, does Chalow provide discussion all 
how the government directed its meager funding for AIDS 
during this period? 


the film's controlled format and content, Chalow lets 
the medical and research community escape unscathed, un- 
blemished internecine quarreling controversy. this 
version reality, the medical community presented 
empirical, understanding caretaker. Medical personnel put 
their patients ease, one point, through humor, recalling 
the all-to-frequent infantilization patients jocular au- 
thority figures. 


But where, one wonders, are the medical panics and the 
doctors and nurses who refused treat AIDS patients? In- 
stances such hippocratic betrayals even made the newspa- 
per and network news. Randy Shilts writes that 1982, re- 
ports noted how some nurses New York "were simply 
refusing work with AIDS patients, leaving food trays 
their door and allowing them lie for entire shifts sheets 
stained with (197). And the film offers, 
course, real balanced discussion the medical commu- 
debate over quarantining. Only Dr. Paul Volberding 
quoted the subject hospital quarantining procedures, 
and pronounces his hospital's isolation AIDS patients 
complete success. 


film fails explore the source the media 
panic: the medical journals from which the popular press 
gets its medical understanding and perception disease. 
Not surprisingly, this document makes mention the 
battle egos and ambition that played the race against 
AIDS, trivializing the medical objective and creating me- 
dia spectacle race between France and the United 
States. Robert highly publicized but controversial 
discovery HTLV-III, for years contested the same vi- 
rus discovered one year earlier the French, finds place 
this documentary. 


typical AIDS: CHAPTER closed 
circuit approach that provides opposing scientif- 
viewpoints challenge the models that its scien- 
tists developed explain how the virus works. Op- 
penheimer points out that "the 
approach may have skewed the choice models and 
the hypotheses pursued and may have offered some 
justification for homophobia" (291). This justifica- 
tion, however, should not exculpate documentarian 
the AIDS crisis. narrative structure sim- 
ply accepts the explanations and models. 
She offers this the viewer the truth. 


AIDS: CHAPTER ONE presents sanitized real- 
ity, avoiding controversy through its appearance 
objectivity and distance from the issues. Thea Cha- 
low has chosen ground her film reassuring clas- 
sical narrative style and form, featuring problem and 
resolution. Her approach, unwittingly one hopes, di- 
minishes the humanity persons infected with HIV. 
surely cruel irony that this film about AIDS 
really stands story about power and success. 


would obviously unrealistic expect sin- 
gle documentary explore all the questions raised here. 
Questions and dilemmas, however, could least have been 
raised spite the film's restricting form and style. What- 
ever the pressures and motivations surrounding the making 
AIDS: CHAPTER ONE, fails represent the medical 
human realities the infection. 


Both the censorship Marlon recent 
TONGUES UNTIED and the airing AIDS: CHAPTER 
ONE NOVA illustrate the failure PBS' mission and 
potential. When political, corporate, and other moneyed 
controls combine promote cautious, non-controversial 
representation reality, truth all its complexity in- 
evitable victim. powerful documentary, TONGUES 
UNTIED, ironic title light this study, reminds 
what PBS was supposed all about. 
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TRUTH DARE. PARIS BURNING 


Truth 


Jack Waters 


recent lecture engagement was Bowdoin 
college, the volatility representation issues became glar- 
ingly apparent discussion following LINDA, LES AND 
ANNIE, documentary depicting female-to-male sex 
change. Several women the audience took exception 
claim able speak both for men and 
for the lesbian point view fromwhich she/he evolved. Jen- 
Livingston, director PARIS BURNING, implies be- 
ing lesbian (Outweek No. 94) and Madonna does not but 
says she's had "lesbian experiences. The two women’s re- 
cent films have common representing the cultures gay 
men and/or people color. case, this mix 
cultures that the voguers who comprise the subject 
PARIS BURNING, and Madonna's the background 
chorus and dancers from the Blond Ambition Tour, the topic 
TRUTH DARE. While both directors may giving 
experience and exposure the individuals from whom they 
draw material, each director has much more gain materi- 
ally privileged white members this society. 


Both women have achieved level relative success 
(Madonna far more than Livingston) areas dominated 
men, and that fact testament their 
strength and determination. But some disturbing questions 
linger. the two films’ success depend the entertain- 
ment industry’s exploiting sensibility way which 
the originators that sensibility have little access. Given 
their expositiory formats, how much the two films reveal 
the inequity such system? 


Livingston lesbian may speak from the perspective 
way stigmatized sexual racial minority, though she 
quite marvelously outspoken about counter-establishment 
views gay issues and other body/gender political sub- 
jects. some her on-stage attitude and behavior, she 
might however viewed exuding lower middle class 
sensibility and could conceivably speak someone from 
working class origins for other reason than for the gar- 
bage-eating period she endured New York struggling 
performer. Livingston upper middle class Bel Air Cali- 
fornia origins and the niece director Alan Pakula, yet she 
never mentions these Hollywood connections. 


While Madonna's TRUTH DARE success depends 
the perception intimacy and the self revelation her 
“private life,” Livingston's PARIS BURNING relies 
attempt obscure and distance her persona from the 
work. the Outweek interview she mentioned that she feels 
tou close her own life make film about it. She said, 


The more the gay community tries pin other gay peo- 
ple what wants them do, the more individual 
gay artists will feel they have flee from the gay com- 
munity. 


the context the article, her stated feelings imply 
that her film divorced from political reading with 
obligation any community except that general public 
(read mainstream). The fact that she refused show PARIS 
BURNING Lesbian and Gay Film festival expressing 
her concerns about the film’s ghettoization gay milieu 
(NY Newsday) speaks more marketing concerns than aes- 
thetics. Now that the film mainstream distribution, she 
faces concern about ghettoization regardless the fact 
that only through the gay festival circuit (San Francisco In- 
ternational, New York International, New York Experimen- 
tal) did PARIS BURNING originally gain visibility. 


The Village Voice mentioned that new soundtrack 
the pop group Deelite will accompany the film its major 
distribution. will have come long way from Harlem 
the mid 80s. The film will relegated into the realm the 
entertainment industry. The fillm’s poopular and commer- 
cial success benefits the dirctor far more than its subjects for 
the simple reason that she white and well-connected and 
they are not. The film’s business dealings, often seen pe- 
ripheral, affect its integrity both social commentary and 
documentary. Since the film’s release, some the perform- 
ers have complained print the New York Daily News 
that they were misled about the payment for their particpa- 
tion. According the Daily News, the very title, “Paris 
Burning,” was stolen. was the name drag ball whose 
creator was not even credited for Livingston’s film. 


PARIS BURNING affecting film that explores 
social scene which has too long deserved recognition for 
the contributions has made contemporary culture. Jenny 
Livingston deserves credit for taking the initiative pre- 
senting some the creative personalities responsible for 
this culture, rather than taking surface elements and process- 
ing them for mainstream consumption Madonna does. 
Nevertheless, wish make some observation about the 
film's formal approach. Even without prior knowledge 
the white middle class background and her family 
ties the Hollywood film milieu, tenuous anthropological 
presence felt. The presence off-camera director/ 
interviewer underscores the subjects’ status This 
device has the effect distancing the observer (and the di- 
rector) the extent that the film presents the ball queens 
anthropologica! subjects rather than people. The film 
fact screened the Margaret Mead Film Festival. 


central problem lies the film's inherently mislead- 
ing documentary approach. The documentary says, “This 


truth. What you are seeing ‘real.’” postulate 
any work art precise representation ac- 
tuality always questionable, especially since 
cinema takes its base the photographic, that 
the documentary nature the medium as- 
sumed. direct, shape and control the point 
view part what makes work Pretend- 
ing intimating that the authoritative manipula- 
tion does not exist dishonest and verges more 
mere artifice. That PARIS BURNING (like 
many documentaries) lacks any reference this 
point particularly ironic light the concept 
"realness" which permeates (them). 


Livingston wise allow the subjects the 
narrative voice rather than impose detached 
voice-over. The immediate effect one the 
Ball Queen's prerogative her own realm. One 
wonders though whether this tone candor 
also stylistic device used hide the implicitly 
dictatorial nature the doccumentary narrative 


form? Bold titles are inserted which DARE 


ings for sections that define the terminology 

the Balls, thus imposing systematic structure comprehensi- 
ble white mindset which might not necessarily inher- 
ent the language the Ballroom. Perhaps this need for 
codification relates the surface hierarchy the Ball cate- 
gories and the transient that would appear em- 
brace (bind) them. But because the film does not greatly ex- 
pand challenge the standard documentary format, 
cannot provide deeper interpretation the situation. The 
linear, commodity-conscious Eurocentric gaze tends to- 
wards constrictive hierarchical perspective. The editorial 
choices heighten our awareness the subjects’ "imitation" 
western values. PARIS BURNING does not particular- 
engage itself with potentially Afrocentric values recalci- 
trant the collective unconscious. Examples this are the 
tribal aspect the Houses and the shamanistic attributes 
the transvestite Mothers common many nature cultures. 
The importance the ritual walking ball transcend- 
ing systematic oppression there one seeks it, but the 
film gives the prominent impression that balls merely imi- 
tate fashion show—emulate ‘lifestyle’. 


Where the commodatization the black gay condition 
may subile Livingston's film, Madonna many 
ways more direct. The verité form which Madonna 
presents her TRUTH DARE also invites questions 
the matter control and honesty projecting media im- 
age. Certainly the film shows enough footage Madonna's 
side, and concert footage spare enough 
narrowly avoid the generic pigeon-hole the 
However one must still consider that the primary pur- 
pose the film's release make money—after all this 
not made for the Margaret Mead Film Festival—hence the 
proselytizing the Madonna myth seen here process 
concealment through transferal and mystification. 


This subtlety evident her exploitation the exoti- 
phobia/exotiphelia dichotomy which obsesses our west- 
ern culture. Whereas the exposure unorthodox sexuality 
might revelation the target audience which Ma- 


donna directs her mass appeal, the psycho-sexual dynamics 
race which Madonna exploits still not being dealt with 
directly could/should. For example, while the stereo- 
types female vulnerability and sexual strength are being 
around with,” their relation white exploitation 
does not far beyond surface titillation. 


Equally imperious the attitude towards her 
‘all troupe dancers. Since she the 
boss, and white one that, the mistress/slave association 
unavoidable. One thinks benevolent Scarlet 
dominating the loving and beloved servants the planta- 
tion. Her image this context easily read reiteration 
the Great White God(dess) symbol are all tired of. 
Madonna emulates the her background per- 
formers while retaining her white status. Note the impact 
the visual contrast Madonna her heightened blond 
whiteness against the background all that black skin and 
hair. Standing out prominently she symbolizes privileged 
status which can only held depriving others. 


This kind usurpation style from non-white per- 
formers nothing new; her admitted crossover success 
came with her first video when audiences realized the white 
face behind the heavily R&B influenced sound. But one 
hopes for more from her implied goal reforming the mu- 
sic industry: she said won't homophobic when she's 
through with and she has recognized the indivisibility 
racial and economic oppression from the fight against sex- 
ism and homophobia. Hopefully now she'll focus the 
complexity the interplay between race and economics 
well the sexuality which she directly confronting. 


She'd well disassociate her identity with the stereotypi- 


cal role female performer. She herself has suggested pro- 
ducing James Baldwin's Room, early work 
gay writer color whose posthumous exposure has been 
long overdue. 


ai 
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The New York Lesbian and Gay 
Experimental Film Festival 


Edith Becker 


view our bodies with our minds. fed our minds 
bodies. Sarah Schulman and Jim Hubbard have curated 
the New York Lesbian and Gay Experimental Film Festival 
since 1987. that time their operative factor was experi- 
mental. Now witgh the state’s tremendous financial cut 
the arts and vicious attacks gay, lesbian, sexual and polit- 
ical artists, the Festival increasingly has become impor- 
tant exhivitor for scarcely screened films. The festival 
also memorial AIDS victims. Many films screened 
men who have died from the virus and many more films 
present people with AIDS. 


One the Festival’s goals has been unite lesbians, 
gay men, and full range concerns. The annual festival 
has included recent films, 16mm, super-8mm, old films, si- 
lent films, historic films, encompassing array topics- 
from AIDS demonstrations pastoral settings comedy. 
The following two articles review the 1989 Festival. They 


express two different sensibilities that the Festival helps 
bring together. Jennifer Montgomery reviews with candid 
personal response the films; Daryl Chin contemplates his 
choices with aesthetic model 


Whereas the 1989 Festival contained eclectic mix 
films, the 1990 Festival devoted large number films 
the African American Gay Male experience. Every year the 
house sells out. These reviews explain why. The films cho- 
sen for the Festival are hones and show the directors’ per- 
sonal commitment thw work. These films send you away 
thinking about sexual politics the problems fun. The 
Festival, its staff, films and filmmakers for victory over 
repressive forces and hope for all keep struggling 
with our visions. 


For information about the festival touring your 
area, contact the New York Lesbian and Gay Experimental 
Film Festival, c/o Anthology Film Archives, 32-34 Second 
Avenue, New York, 100003. 


Lesbian viewing 
and perversity 


Jennifer Montgomery 


The Third Annual Lesbian and Gay Experimental Film 
Festival, organized Sarah Schulman and Jim Hubbard, 
brings together three practices that are under serious recon- 
sideration: making films (as opposed video), making ex- 
perimental work, and being gay. 


The practice filmmaking outside the industry has 
become prohibitively expensive and rarefied the face 
inflation, cuts funding, and the advent video, with the 
concomitant Closure labs and discontinuation film 
stocks. However, result the increased interest sem- 
iotics and media studies more and more young filmmakers 
are entering the field. 


While the protean concept the”experimental” film 
has some respects expanded recent years, has not 
been exempt from the restrictive economic and political 
pressures the era. Being experimental film- 
maker not financially viable option—the small portion 
monies available are continually shrinking, and 
tempting compromise sensibility and ethics order get 
little piece the pie. the other hand, experimental film 


has tremendously rich and complex history that being 
further enriched the current interest theories repre- 
sentation, and the urgency and activism some filmmakers 
who are committed fighting the conservative backlash 
this country. 


the intersection the above aesthetic and econom- 
concerns with lesbian and gay experience that make this 
film festival provocative, often inspiring event. While 
many people attended the films primarily because their 
lesbian and gay content, the audience also represented ex- 
perimental film fans whose sexualities run the whole gamut, 
and must have much with emulsion with flesh 
gender. Recently lesbians and gays have created many fora 
for ourselves, and our voices have proliferated the face 
AIDS, censorship, and age-old repression. have also re- 
sponded more positive forces work amongst us, includ- 
ing new discourses desire that have entered both cine- 
matic and sexual practice. When suddenly presented with 
veritable cornucopia our own making, are equally 
aware that our rights expression are always already threat- 
ened and that our identities have been forged perversity: 
learned knowledge and mapping the excesses het- 


erosexual society. 


Perversity difficult term 
insofar has often been used 
strip our individual dignity. 
But like “queer,” “dyke,” “faggot,” 
and “promiscuity,” the way em- 
powerment seems take 
these terms for our own. The times 
speak loudly and even joyously 
our own sexuality the face 
nullification. 


read the subtexts what main- 
culture says it's doing, per- 
versity makes mindful of, and 
resistant to, the trade-offs involved 
taking either the two posi- 
tions culture has offer: speak 
from the margins, where the possi- 
bility speech always risk, 
speak from the mainstream, 
where speech always mitigated 
the status quo. 


There perversity ingrained 
the lesbian experience mainstream viewing, and, in- 
ference, any lesbian filmmaking. People who have grown 
performing excavations the heterosexual hegemony 
find the homosexual meaning embedded therein are inher- 
ently critical viewers. work hard get our money's 
worth every Hollywood plot. Our pleasure has been 
find ourselves where are not supposed exist. find 
meaning, less positive imagery, baroque repression 
the ultimate hermaneutic exercise, but also the ultimate 
paranoid experience. After all, what hermaneutic practic- 
and paranoia have common? They find meaning every- 
where. 


This where perversity lies: trying judge the qual- 
ity film that not only about, but perhaps embraces les- 
bianism, are often divided between wanting support 
any efforts self-representation impoverished lexi- 
con, and the critical faculties finely honed our history 
looking for hidden messages the movies. What 
feel when are relieved our duties cinematic sleuths 
and told just sit back and enjoy the sight ourselves 
broad daylight? When the movie industry's layers denial 
are the structure which understand ourselves, many 
react with great ambivalence women's films that dispense 
with the usual narrative gratifications and the aesthetics 
big-budget film. Experimental film has traditionally been 
underground haven for male homosexuality—witness such 
luminaries Andy Warhol and Kenneth Anger—and 
phenomenon directly related the multi-million dollar un- 
derground film industry gay porn. 


The history lesbian spectatorship lies even further 
underground, buried total invisibility the distortions 
male-dominated field. So, believe that the cultural 
baggage that lesbians bring work and about them- 


ANNIE (dir. Monica Treut) 
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selves makes experimental lesbian film controversial 
much because experimental" because lesbian. 


went this festival with the specific desire see how 
lesbian relationships are played out experimental film, 
and will focus some the films that gratified de- 
sire. list means comprehensive—there were 
least films women and even more that contained lesbi- 
content, and only covering five. 


One the most interesting films was also the only fea- 
ture-length piece included the festival: Chantal Aker- 
man's LES RENDEZ-VOUS D'ANNA. This film may 
semi-autobiographical portrait: "Anna” filmmaker who 
travels from one European city another presenting her 
work. She spends great deal time alone hotel rooms 
placing unsuccessful calls mysterious woman Italy. 
one city she has sexual encounter with lonely blonde 
man. They not connect, rather seem speak past each 
other isolated void. another city Anna meets with 
her mother, and they spend the night together hotel 
room. Once her mother bed, Anna approaches the bed 
fully nude, and, lying close her mother's side, relates 
her the story her love affair with woman (presumably 
the one she keeps trying reach Italy). The mother lies 
very stili throughout, and the end tells her daughter she 
cannot imagine what being with another woman would 
like. Afterward Anna curls her body around her mother, and 
are left catch our breaths after the overpowering inti- 
macy and taboo this incestuous coming-out scene. 


Anna next arrives Paris, where she lives, and met 
there boyfriend. When they return his room be- 
comes ill. appears that her absences that have made 
him sick. Anna tries care for him, driving out into bar- 
ren suburb late night buy aspirin and later covering his 
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body with hers warm his chills, but the whole scene ir- 
remediably sad. Finally, Anna returns her apartment, lies 
her own bed, and listens string lost voices her 
answering machine, one which that the woman she 

has been trying reach Italy. 


The film painful, leisurely portrait the loneliness 
experienced both solitude and the presence people 
you love. Lesbian relationship here about distance: the ge- 
ographical distance between countries, the distance experi- 
enced over the telephone wires, the distance between the 
non-intersecting paths two women's lives, and the genera- 
tional distance between mother and daughter, for whom 
confronting the daughter’s lesbianism only one small step 
bridge the gap the years that separate them. 


Chantal Akerman famous for the elegant minimalism 
her the uncluttered camera work and the stripped- 
down plot. The minimalism Akerman's films what ena- 
bles see clearly the sexual economies work, and thus 
good strategy for making powerful lesbian film. None 
films are purely devoted lesbian relation- 
ship; her characters have many modes being: being with 
women, being with men, being alone, being the road, etc. 
But the cleanness Akerman's films that enables 
confront this multiplicity, and lesbianism well, head-on, 
and that has made her, despite her own protestations, in- 
tensely sought-after filmmaker the lesbian film circuit. 


Another kind minimalism work Lisa Laqui- 
MULL (German for trash), take away plot and 
leave only the sex scene can heap upon all the campy 
details and narrativity desire: love-making, after all, has 
beginning, middle, and end. MULL features two nuns 
fucking the spartan bed convent cell. Accompanied 
insistent musical crescendo, one nun stripped all 
but her wig, and the sex raw and graphically shot. While 
she and the other nun the wig moves and down 
her head with life its own. The film ends when the 
two nuns come. Everybody gets what they want MULL. 
Despite the fact that lesbian nuns old, old story, MULL 
dirty and unromantic (shot super-8 with dingy light- 
ing) that there's enough perversity for Catholics and non- 
Catholics alike last until the Second Coming. The film 
has masquerade flowery sentiments, eternal love, 
guilt behind which the libido might hide. 


One the frustrations much lesbian film viewing 
the endless soap opera plot and foreplay that only some- 
times lead sexual gratification. MULL dispenses unapolo- 
getically with foreplay and dialogue. view the com- 
plaints that are leveled againstmainstream and experimental 
work: that lesbians deserve more hot sex scenes, and that 
women deserve get turned movies and about 
themselves, would seem that good pornography what 
many lesbians want. 


HOW KILL HER Ana Maria Simo beauti- 
fully shot black and white film about the obsession one 
woman (played Ela Troyano) for another woman who 
has spurned her. The film begins with long, panoramic 
shot along Manhattan's East River. The camera finally 
comes rest the bedraggled Troyano, who lying 


asleep park bench. upbeat Latin song accompanies 
this scene, setting ironic tone for the film. Troyano 
awakes and seems take where she left off before sleep, 
writing crumpled sheet paper list various meth- 
ods which she might dispose the woman who has not 
reciprocated her love. voice-over narrator describes Troy- 
murderous obsession, and are told that exacer- 
bated the fact that she never slept with the object her 
desire. 


There are flashbacks coy scene between the two 
women, Troyano playing the piano and the other woman 
turning her back both Troyano and the camera when she 
takes off her shirt. Troyano moves from her park bench 
her therapist's office, where the voice-over the therapist 
further describes Troyano's condition. While listening 
Troyano, the therapist impatiently consult two watches, one 
each wrist, and ironic gesture that suggests the futility 
this sexual obsession. Finally, Troyano ends 
back the street, returning the waterfront—a dangerous 
place she knows she should avoid. night, and she 
leaning heavily cane and limping, harassed every 
man she encounters along the way. Troyano seem deter- 
mined follow her own self-destructive course 


HOW KILL HER could seen romanticiza- 
tion obsession, given the allure both the star and the 
Manhattan skyline. It's certainly morality tale the dan- 
gers obsessive behavior—if were would get see 
the violent results destructive path, the evi- 
dence being, perhaps, corpse floating the 
East River. But there's resolution here: life could 
this vein indefinitely. Perhaps the ironic tone HOW 
KILL HER admission the impossibility showing 
the full complexity personal suffering within the given 
narratives conflict and resolution. 


The film's portrait lesbian love gone awry also flies 
the face the politically correct pressure lesbians 
represent ourselves positive light, give lesbianism 
good name. scary proposition display anexcesses 
lesbian sexuality public who has traditionally seen 
only capable narcissistic excess, the event that our 
allowed metastasize long enough seen 
all. Finally, the unresolved nature obsession this film 
could read the return the repressed: lesbianism itself 
symptom that won't away, and that refuses the reduc- 
tive interpretations culture fixated medical categori- 
zation. Progressing through the psycho-sexual quagmire 
lesbian identity may mean avoiding any the resolutions 
that The Movies have thus far had offer. 


Catherine Saalfield's INFIDEL deeply invested the 
issues the lesbian look and desire. The central characters 
INFIDEL are black woman who was once fashion 
model and her lover, white woman. The white woman 
played the filmmaker and her sister. Actually, whether 
Saalfield and her sister are supposed unified charac- 
ter for grabs: Saalfield heard instructing her sister 
how play the role (i.e. how lesbian), and there are 
moments when the two appear screen once. 


The black woman recounts 
some her experiences racism 
the modelling industry. The 
problems body image and eth- 
nicity are brought not only 
the black woman but host oth- 
women, all white, who talk 
about modelling, their looks, and 
appear nude clothed looking 
themselves and sometimes touch- 
ing one another. 


The clearest voice the film 
that woman with large, 
wine-colored birthmark her 
face, who discusses her family's at- 
tempt get rid and the lore 
birthmarks. and magazine im- 
agery models all races are in- 
terspersed throughout. 


The lesbian relationship, and 
the entire film, fact, take place 
series dorm room interiors. 
Consequently, while the issues un- 
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der discussion are disturbing and STILL POINT (Barbara Hammer, 1989) 


the characters evidently some 

conflict with themselves, air privilege, safety, and lei- 
sure pervades the film. Everyone spends great deal time 
looking themselves, each other, and looking them- 
selves looking the camera. Sometimes their looks are 
pained and unresolved, such when the black woman re- 
gards herself the mirror, draws blue grease pencil eyes 
where her own brown eyes are reflected, and then turns over 
the mirror reveal collection disturbed, child-like 
scribbles idealized ladies. But, and large, the looks 
changed are more about girlish self-consciousness and be- 
nign narcissism. 


The split subject, the complexities women desiring 
and criticizing each other, exoticism, and racism are all fac- 
tors that diffuse our vision. INFIDEL the problems the 
specular gaze are subsumed the pleasures lesbian look- 
ing. think that Saalfield intended the black woman's story 
escape from the modelling industry the central 
theme her film, and metaphor for all women's self- 
reclamation. There are moments when the black woman's 
identity overflows the bounds metaphor and she occupies 
strong position the film. one section she seen 
lounging her bed watching Phil Donahue show about 
modelling. While emaciated black woman, the most cele- 
brated model the day, parades down the runway, and 
Donahue and male fashion designer discuss the problem 
how disguise big butts, the woman viewing langorously 
devours spaghetti with her hands. The camera moves her 
body caressingly, like for Levis 501 jeans. Here the 
subject's sensual existence and her autonomy from TV's op- 
pressive emanations are complete. 


But most the film strays from this woman's personal 
power, and subsumes her the voracious desires the 
white lesbian behind the camera. The black woman sur- 


rounded the pleasures and desires white women 
white environment: the harem-like ambiance overwhelms 
and trivializes the very issues that INFIDEL purports ad- 
dress. The sexual attentions that the white women shower 
themselves and the black woman are truly seductive, but 
this what means for lesbians reclaim visual pleas- 
ure, then I'm not sure I'm ready for pleasure yet. INFIDEL 
could have been really powerful Saalfield had not mitigat- 
the sexual pleasures with the false consciousness 
racial issue that isn't given the attention deserves. 


want end saying that the 3rd New York Lesbian 
and Gay Experimental Film Festival had specific intricacy 
for because was participant well spectator. 
Not only was own film HOME AVENUE screened, 
appeared Peggy Ahwesh's film MARTINA’S PLAY- 
HOUSE. The concerns addressed here about how lesbi- 
ans see themselves experimental film were literalized 
when actually did see myself the movies. While 
own film not about lesbian relationship (it autobio- 
graphical account rape), Ahwesh's film is. 


MARTINA’S PLAYHOUSE introduced the star 
Martina, five year-old who stares the camera and spells 
her name outloud. Thereafter, the film divided into three 
parts that are intercut with each other. One part involves 
Martina age three with her mother Diane, enacting va- 
riety role reversal games, each one taking turns playing 
baby and mother. Another part hand-processed image- 
flowers, with voice-over reciting theory from Ba- 
taille and Lacan about desire, lack, and the genital sexuality 
flowers. Sometimes the voice that woman, some- 
times man, and sometimes the child Martina, stumbling 
through the dense text with prompting from Ahwesh. There 
are flowers" one scene, snapdragons whose petal 
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jaws are manipulated human hand. 


The third part scene between myself and Ahwesh, 
front the camera, her behind it. Like Martina and 
Diane, playing game: trying seduce the film- 
maker. also venting frustration with the camera that 
she has positioned between us. one point scream, but 
since is, after all, movie, tell Ahwesh didn't feel com- 
fortable with (implying that might try again later and get 
better, more authentic). tell her fantasy getting 
down hands and knees and begging her sleep with 
me. The camera and the audience there implied are both the 
reason for being there all and the prophylaxis Ahwesh 
uses tomaintain her neutrality. one point contemplate 
using the microphone sex toy, act that would adapt 
no-win situation own sexual needs. 


Ahwesh juxtaposes the mother-daughter games with 
scene lesbian seduction such way that the two kinds 
relationship slide over onto one another. one point 
Diane plays being baby. Diane-the-baby hungry and 
tearful, and demands milk when Martina-the-mother tries 
satisfy her reading her story. Martina then offers her 
her breasts, and Diane suckles nipple, then the 
other (according fantasy lactation, one nipple 
offers milk, the other juice). Like Anna's coming out scene 
with her mother Akerman's film, this scene MARTI- 


NA’S PLAYHOUSE challenges our notion the proper 
boundaries between mother and daughter. the other 
hand, while there freedom play and pleasure between 
women, the implication Ahwesh's film that the forma- 
tion feminine sex roles the mother-daughter bond will 
haunt our relations with women until our dying day. 


However, from day there also third term: 
the fact representation and, cinema, the camera's gaze. 
Martina age three aware the camera's presence, al- 
beit benevolent one, any adult, and her relationship 
more overflowing with meaning than any one theory can 
encompass. While Ahwesh employs theory, it, like the other 
parts the film, has discrete place, world its own (in 
this case, the world flowers), and she leaves her viewers 
figure out for themselves their relationship theory, and 
theory's relationship the rest the film. 


All the films have mentioned provide visions les- 
bian relationship that elude the limits mainstream narra- 
tive convention. Whether not choose accept these 
our prerogative: that have prerogative the 
most important point, and one believe the operating 
principle the Lesbian and Gay Experimental Film Festi- 
val. 


Super-8 films and the 
aesthetics intimacy 


Daryl Chin 


Sexual politics fraught with extreme problems. The 
issue concerns behavior that indivisibly personal. That 
committing certain acts, certain forms behavior, certain 
intimacies can subject scrutiny, regulation, legal sur- 
veillance one the paradoxes the heart human soci- 
ety. For this reason, feminists and gay activists have pro- 
Claimed the radicalization political agenda 
conjoined with the individualized perspectives psycho- 
sexual prospects. 


recent years, there have been many attempts estab- 
lish aesthetic ventures based aspects personal politics. 
the 1970s, the revival feminism brought about num- 
ber artistic endeavors which involved work women. 
There were major film festivals, well film journals, 
film distributors, and film theoreticians. Though perhaps 
less publicized terms the popular press, these endeav- 
ors continue, creating lively alternative film scene. 


Right now, activity seems escalating the area 
lesbian and gay media. For example, within six-month pe- 


riod New York City 1989, there were the New Festival 
Lesbian and Gay Films, the Third Lesbian and Gay Ex- 
perimental Film Festival, festival lesbian and gay video 
work Downtown Community Television, and How 
and gay media conference. Amy Taubin 
noted her review the video selections How 
Look? The Village Voice (October 17, 1989), there was 
remarkably little overlap all these lesbian and gay events. 


This means that there is, present, enormous varie- 
and volume self-defined gay media. The importance 
self-definition not overlooked: one the issues 
much these works concerns honesty, the psychological 
and the social honesty claim identity gay person. 
This has been especially problematic for artists, given the 
intense social pressures involved the commerce art. 
The possibility homophobia, prejudicial exchanges, 
condescension remain omnipresent for gay artists, particu- 
larly terms the commercial media. For this reason, 
many gay artists working media have acceded the im- 
portance alternative media, with modes production, ac- 
cess, and patterns exhibition defined ways which coun- 


ter the commercial system. Impres- 
sivly, within the last few years, this 
counter-cinema gay activism 
has been able generate its own 
cohesive alternative system. 


The issue intimacy very 
important, because, mentioned, 
the politics involved gay libera- 
tion strike areas considered most 
private. Our civilization has been 
based the situation the di- 
chotomy that which socially 
acceptable express and that 
which socially imperative re- 
press. 


The determination acknowl- 
edge the unconscious was the ideo- 
logical imperative Surrealism. 
The continuity between Surrealism 
and sexual politics has been prob- 
lematic. The expression libidi- 
nous sexual desires, the work 
André Breton, Rene Magritte, Paul 
Man Ray, and Hans Bell- 
mer, was hallmark Surrealism, 
but the definition was demarcated the boundaries the 
male perspective. 


The ways which the body can apprehended and 
distorted provided Surrealism with one its most consis- 
tent motifs. the paintings Delvaux, for example, there 
are the urban plazas and streetscapes, which often open out 
into deserts beaches; street lamps might broad 
daylight, and the people walking through these landscapes 
are women lingerie the nude while the men are al- 
ways The photo tableaux Hans Bellmer, under 
the title Poupée, take sections female mannequins, 
and place those simulated body parts pictures construc- 
tion and destruction, often against backgrounds domestic 
surfaces such lace tablecloths, striped sheets, the corner 
room. 


The ambiguity this sexual imagery, its aggressive vi- 
olence, has been one the reasons for the power and humor 
Surrealism. This particularly true the case the film 
maker most associated with Surrealism, Luis 
career began with the image the slicing 
eye, extremely graphic depiction the trauma the 
body. Expressing that trauma, the trauma repression and 
negation, provided Bufiuel with the source much his 
provocation: the lovers grasping each other while wallowing 
mud L'AGE D'OR, the paraphernalia for feminine hy- 
giene DIARY the tongue the 
Devil enticing the saint THE DESERT, the 
bloodstain the sheet BELLE JOUR, the amputa- 
tion the leg TRISTANA. The expression l'amour 
fou, primary focus for Surrealist art, was always within the 
confines heterodox sexuality, with the scenario codified 
terms male desire and female objectification. (It's 
worth noting that the term "object desire", ubiquitous 
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D.H.P.G. MON AMOUR Michael George, 1989) 


radical psychology and film theory, became the title 
last movie.) 


Surrealism provided basis for alternative cine- 
ma, and one founded psychosexual imagery. addition 
another beneficiary the patronage collectors 
such the Vicomte Noailles, was Jean Cocteau, whose 
SANG D'UN POETE would provide inspiration for the 
U.S. avant-garde cinema, where the prominence gay art- 
ists undeniable. 


The conjunction political idea with personal sexu- 
ality has resulted alternative film practice and 
cized gay consciousness. This has been the occasion for 
much the work How Look? well the recent 
Lesbian and Gay Experimental Film Festival. 


The accessibility video and small-guage film making 
has enabled many artists work the media with the ease 
pen, typewriter, home computer, fulfilling the ideal 
once expressed Alexandre Astruc for the caméra-stylo. 


would like concentrate some the super-8 films 
shown the Third Lesbian and Gay Experimental Film Fes- 
tival, discussing how the film makers use the resources and 
the limitations the small-guage film define style 
which, turn, provides formal correlative very specific 
thematic concerns. These concerns are tied ideas inti- 
macy, private experience, and introspection. Before 
get into that, I'd like discuss the difference between video 
and super-8 film, because, though there are similarities, 
there are many differences which account for technical and 
formal distinctions. 


While true that both super-8 and video (in the re- 
cent development camcorders and VHS home units) are 
easily accessible, highly flexible, and readily available, 


d 


JUMP CUT no. 


there are some rather obvious technical constraints that be- 
come important when aesthetic considerations come into 
play. Obviously, the look that possible video vastly 
different from the look possible super-8. terms the 
viewing conditions, the video image the source light, 
while film the image projected from behind the viewer. 
super-8, the length possible projection limited. Su- 
per-8 was developed home media: was assumed that 
the place for viewing would room residential 
dwelling. The super-8 projected image necessarily softer 
than larger film gauges and the focus super-8 projection, 
restricted close range. Most the best work super-8 
takes these factors into account, and uses these factors 
consolidate the specific viewpoint. 


One the most important features super-8 the 
past decade and half was the development reasonable 
sound technology. Once that happened, the possibility for 
narrative and for commentary was established, and super-8 
became genuine alternative medium for many artists. 


This can seen Peggy Ahwesh's 
PLAYHOUSE. The film extended encounter with 
Martina, little girl. The visual fieid the film comprises 
the space play: the interior room, with toys and chil- 
dren's books all around. Martina's forthright presence, her 
extroverted commentary, and her bantering with her mother, 
create the sense "polymorphous perversity.” the limited 
arena uninhibited play. Yet this arena necessarily en- 
closed the limits the scale childhood. The circum- 
scription the visual space entirely appropriate the pa- 
rameters Martina's play space. MARTINA'S PLAY- 
HOUSE bright and provocative film: the provocation 
comes from the uninhibited exuberance Martina herself. 
The intense but softened colors super-8 give the film 
fantasy aura, which helps accentuate the childlike intima- 
the film. 


Provocation important Lisa MULL. The 
film uses cluttered, cropped, often choppy imagery tell 
this concealed story convent life. The foreshortened focus 
that part the mechanics super-8 used way 
indicate the claustrophobia the habitat. The space 
the film becomes shallow theatrical space against which 
sexual rituals are played out. 


the performance-oriented super-8 films, Robert Hil- 
ferty's CIRQUE SIDA one the most complex. 
Rapidly edited images the circus, bursts color and 
light, are accompanied lament sung Diamanda Ga- 
las. The precise flight acrobats, the hustle-bustle the 
clowns, the exacting feats the jugglers: these glimpses are 
joined piercing rhythm, that the images seem flare 
suddenly, the music creates counterpoint emphasiz- 
ing loss. 


Jennifer Montgomery's HOME AVENUE straight- 
forward “confessional” sexual trauma. Here, the limited 
range super-8 accentuates the sense closeness the 
subject. Stylistically, there the counterpoint the bright 
images suburbia, and the quietly commanding statements 
made the soundtrack. The telephoto travelling shots seem 
flatten out the distances the suburban landscape. This 


suggests the possibility something hidden, traumas 
trapped within the placid surfaces. the focus MARTI- 
NA'S PLAYHOUSE suggested landscape uninhibited 
play, the focus HOME AVENUE depicts landscape 
hidden terrors, fearful ravages childhood. 


Carl George's DHPG MON AMOUR deeply affect- 
ing account couple living with AIDS. The affliction 
one the partners source great resolve. The usage 
the experimental drug DHPG has become daily ritual, part 
the same daily routine grocery shopping, cooking, 
watching television. Integrating the treatment into their 
lives, these two men show the courage which with many are 
now facing their lives. The commentary was recorded 
some time after the filming; the commentary details, without 
histrionics and without self-pity, the changes which occur 
over the course the disease. The film spare, lacking 
adornment, unaffected, and this simplicity is, ultimately, the 
source the film's power. 


Jim Hubbard has been working super-8, often with 
film that develops himself. His aesthetic functions part 
that complete involvement. ELEGY THE STREETS 
lyrical assemblage centering the AIDS crisis. There 


are reminiscences friend who died AIDS, demon- 


strations, and activities ACT-UP (AIDS Coalition 
Unleash Power). ELEGY THE STREETS suggests the 
consolidation the gay movement through the agency 
this health crisis. Without out the points obvi- 
ous way, the film weaves disparate strands from the pubiic 
the personal mesh into picture one aspect cur- 
rent gay politics. 


This sampling the super-8 films that were included 
the recent Lesbian and Gay Experimental Film Festival was 
unfailingly interesting. The most effective films (MARTI- 
PLAYHOUSE, HOME AVENUE, DHPG MON 
AMOUR, ELEGY THE STREETS) dispensed with the 
usual trappings order convey events with ur- 
gency and acuity. such cases, the films were works ad- 
vocacy, and the forcefulness the films had much 
with the success that advocacy. 


This brings another point: when dealing with 
ternative" cinema any way, the critic often placed the 
position advocacy well. write gay culture this 
time take political position. Prior the severe on- 
slaught AIDS the gay community, there were number 
contradictory positions terms gay cinema. For those 
with interest narrative cinema, there was the attempt 
discern gay iconography within the cracks and crevices 
the standard commercial cinema. But the lack recogni- 
tion for alternative viewpoints within the commercial cine- 
has meant that little narrative work the movies has 
dealt with the issues that are now urgently present for the 
gay community. Nevertheless, the history "alternative" 
cinema has been founded the assumption that alternative 
points view have validity terms representation. 
When dealing with works advocacy, the critical view- 
point the films must coincide with political point 
view. Quite frankly: one sympathetic film about 
childhood expressions sexuality? one 


sympathetic film about the trauma sexual molesta- 
tion? one sympathetic film about living with "experi- 
treatments for AIDS? 


The incredible proliferation gay media the past 
few years has been the result the increased politicization 
the gay community response the AIDS crisis. For 
this reason, much the work has been easily accessible 
formats, such video super-8. And would unfair 
judge this work terms aesthetics which did not take 
into account the intended effectiveness the works. 
these films communicate the specific sociocultural messages 
that their creators intended? these films convey the es- 
sential aesthetic for which their creators were aiming? 
short: these films speak truth? 


symposium sponsored The Museum Modern 
Art 1980, the late Arthur Bell asked four Hollywood pro- 
ducers about the progressive depiction gay life, op- 
posed the distorted and homophobic treatment CRUIS- 
ING. David Brown, probably the most seasoned Hollywood 
producer the panel, answered firmly and decisively. 
said that CRUISING were flop, that would that, but 
CRUISING were hit and there were evidence that the 
mass audience wanted see gay men depicted psycho- 
pathic killers, then there would more movies with gay 
men psychopathic killers. Hollywood market mentali- 
ty, and the only morality Hollywood whether the prod- 
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uct will sell. Brown did not try pretend political 
aesthetic point view: was strictly matter econom- 
ics. There were options, and gay activists could attempt 
influence public opinion, dissuading viewers from going 
the movie, but, people wanted go, that would the 
message the movie. But "the bottom was operative, 
and that was the only arbiter Hollywood's depiction 
gay life. 


this time, there importance empowerment, 
self-assertion, identification. The proliferation gay me- 
dia right now indication the urgency gay repre- 
sentation. There should delusion that this task rep- 
resentation may still occur circumstances which are 
defined terms "the bottom for the representation 
gay reality still political act. terms the super-8 
films, the spareness, the unadorned directness, the simplicity 
means, are the way statements speaking right 
the heart current gay life. And these statements are nec- 
essarily intimate, befits the situation being gay. 


The films the Third Lesbian and Gay Experimental 
Film Festival state the truth gay politics: one must true 
oneself before one can confront the world honestly, forth- 
rightly, and without shame. the best the super-8 films, 
this statement finds formal correlative, combining 
create unusually affecting and effective works. 
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WILD LIFE 


Collaborative process 
and gay identity 


Gabriel Gomez 


WILD LIFE (1985) John Goss offers curious mix 
the documentary and the fictional. The video artist inves- 
tigates the lives two gay, fifteen-year old Latinos named 
Carlos and Cesar. These young Mexican- Americans are 
immigrants the U.S. Goss felt affinity with their dislo- 
cation Anglo- American culture. too felt like out- 
sider among the Asian- American youth his childhood. 
From these similarities affinity develops between the 
subjects this work and the author, affinity well suited 
interview format ina documentary style. However the 
interaction between this adult artist, who has successfully 
integrated into Anglo-American culture, and two Chicano 
teenagers also incorporates resistance and even mutual sus- 
picion. Goss foregrounds these tensions through juxtapos- 
ing documentary conventions and re-enactments exposed 
fiction. allows the teenagers actively portray them- 
selves through play, reconstructing their self-proclaimed 
life”. 

Ultimately the object investigation, these 
yields detailed chronicle, might expect 
from documentary work. Instead, under direction, 
quasi-fictional narrative emerges about the young 
friendship and differences. The narrative reveals how both 
tradition and innovation affect this queer pair 
ideals style and their communication. Strong personal re- 
lationships foster their secure identity. For these two young 
gay men, one cognizant both their ethnicity and sexuality, 
and their strong sense self identity, which turn enriches 
diverse queer community. 


The tape opens rather simply neutral studio space. 
Over the next forty minutes, interviews set this studio 
give way playful re-enactments, openly encouraged 
John Goss, and move staged events the streets Los 
Angeles. Props like toy telephones chairs stand for bus 
stop benches offer visual cues fictional events, which in- 
spire the life" tableau Carlos and Cesar wish por- 
tray. Goss, off-camera, questions first Cesar and then Carlos 
about themselves. The audience learns about their immi- 
grant status, their ages, and their plans for the future. Goss 
has specific interest gay identity. asks how long 
have they been out and how long they knew they were gay. 


These cross-cut interviews yield long take Cesar 
and Carlos together. Here they expand the factual infor- 


mation just revealed. Through play the two talk toy tele- 
phones about meeting attend party together. Carlos 
waits make-believe bus stop. Then the fiction moves 
outside the studio real bus stop. The edited shift empha- 
sizes contrast between the conventions documentary 
and its propensity for real locations which here are used 
two teenagers for play, that fiction. Carlos' subsequent fic- 
tional meeting with Cesar occurs the streets. the cam- 
era follows them, their voices-over explain their predica- 
ment. Carlos must change into his wild clothes outside 
because his mother finds his style too effeminate. 


This development from the studio scene, with 
prompting the wild life drama, staged outside Cesar 
and Carlos, defines the videotape's form. Outside, the two 
engage playfully such varied activities cruising for 
men, changing clothes, meeting friends, arguing, just 
“hanging the studio they face interrogation 
about their style, about clothes, language, and even their re- 
lationship gay male and mainstream commercial imagery. 
For example, Carlos saves the receipts his clothes and 
haircut expenses, party invitations, flyers, fashion ads, even 
telephone numbers written cards and matchbook covers. 
These are the visible residue, shown us, Carlos’ "wild 
life". Under Goss' questioning, commercial culture emerges 
important determinant "wild style." 


Personal issues like sexual practices and preferences, 
home life, and even skipping high school, also figure promi- 
nently these interview segments. Conversations between 
Carlos, Cesar, and Goss, begun this setting, often become 
voice-over explanations the re-enactments. this way 
the audience learns how the teenagers cope with the restric- 
tions faced underage queers— including the vagaries 
public transportation— the occasionally hostile, yet large- 
indifferent world Los Angeles. The youths are connect- 
wider queer culture drag-queens and night life, but 
they find true comfort the similarities their ethnic back- 
grounds. the end Cesar seen alone the studio apply- 
ing phosphorescent make-up Carlos then recites poem 
love. Ultimately, their self-assured sense style insures 
that indeed they are actively representing their own "wild 
life.” 

Essential any analysis this work the question 
collaboration and its attendant complications authority, 
control, and power. Goss the video artist heard asking 
questions but never seen. This convention commonly occurs 


control, and power. Goss the video artist 
heard asking questions but never seen. 
This convention commonly occurs doc- 
umentary film and video. For example, 
Jean Rouch develops similar relation- 
ship between himself and his subjects 
the film JAGUAR.! There two African 
men speak both the dialogue and the 
voice-over which explains Rouch's imag- 
es. Also like Rouch JAGUAR, Goss 
questions and explains his interest the 
subjects his work. More important, and 

ith greater direction than JAGUAR, 
Goss interrogates the youth's directly, ask- 
ing questions like interviewer. Despite 
Goss' WILD LIFE develops 
around him and his deployment video 
technology. Like JAGUAR, this 
work creates the event documents. 


"Wild defined Cesar and 
Carlos remains their own strategy for liv- 
ing. viewers only see small frac- 
tion this representation fiction. Un- 
able grant consent legal adults, the youth's more wild 
actions, there are any, remain unseen. Goss participates 
the representation life" firmly entrenched his 
role video-maker. However, his relation his subjects 
grants them safe space which define themselves and 
their relation the document they inspire. This 
aspect the project gives the work greater credibility 
accurate representation. Carlos and Cesar not participate 
the tape the object unknown curiosity. Instead the 
compromises between them and Goss establish visible fic- 
tions which together represent their 


Perhaps the best visualization the relation between 
the video artist, his medium and his subjects found the 
metaphor the title frame. The title WILD LIFE appears 
hole window and frame. masks yet intrigues the 
viewer the beginning the tape. The title serves more 
than just introduction and instigator interest. Its form 
articulates the relation which will come into being between 
the artist, Goss, his subjects, Cesar and Carlos, and their 
self-described "wild 

Video technology captures the images presented 
these three. also alters and obscures those images its 
use framing, editing, staging and most importantly here, 
fomenting the actions seen. Video records visual reality 
and then alters this vision. The technology's use con- 
trolled individuals. More simply put, video can document 
the visual appearance, this case Cesar and Carlos. 
such, technology representation wherein some as- 
that actuality remain, only mythic sense. 
Goss does not alter the images rendered beyond using tradi- 
tional conventions lighting, framing, and editing. The 
frame employed the artist's primary means compose 
and shape his subjects. 


Carlos and Cesar become conscious element com- 
posing their own representation. The title's words "wild 
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life" serve part their self-styled image. The title acts 
frame, focus, definition, and subject portrayal. The opening 
title frame literally shapes the habitat, Los An- 
geles street, the words visual form. This very limited 
view hinders viewer's perception, and thus its style echoes 
larger problem the work. How can the youth's 
found hidden this urban jungle? Can this representation 
and the metaphorical understanding offers human "wild 
life" more than mask fetishize the very young 
subjects? These boys underscore the difficulty knowing 
and understanding something wild, something potentially 
tamed through the limiting means video technology. They 
come into view semantically, metaphorically, and even visu- 
ally subjects seen through the screen the words "wild 
life" and all its negative stereotypes. Goss and the two sub- 
jects join this visual element the beginning 
sort agreement. 


The exchanges between Goss and the boys remain play- 
ful both sides. times Goss asks questions firmly relat- 
his position gay male subculture, such his ques- 
tioning about the term "sister". The common term "sister" 
refers the relation that exists between two gay men who 
generally not engage sexual relations with each other. 
They are often, though not necessarily, incompatible due 
their for passive roles. more recent times femi- 
influence has made this kind usage female 
terms less acceptable. Addressing queer men feminine 
seen offensive extension the devalued status accord- 
women. The term "sister" extends from such perceived 
effeminacy, knowingly plays devalued feminine status 
the term's meaning and his frank questioning about the feel- 
ings these two teenagers express its usage belies his 
knowledge this historical shift. 


The youth's response line inquiry about "sis- 


= 
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affirm the term "sister" token affection. For them, the 
term denotes concrete relationship already seen the 
viewer. "Sister" does not imply put down women for 
these two. Rather term that describes special specific 
relationship, special since only they themselves will define 
it, and they will oppose the views expressed Goss. Their 
use "sister" undoubtedly relates the wider queer cul- 
ture. 


Since the negative aspects the term queer have been 
rejected recuperate former pejorative, too the 
boys have reclaimed describe their extraordinary 
friendship. When Goss tries challenge their closed system 
communication, fails rupture their conviction about 
the word's propriety. These two boys are clearly proud 
their "sissy ways. Undoubtedly, the negative connota- 
tion reflects the larger society's views which 
equate gay with feminine. the boy's friendship unfolds 
the video screen can see how positive the term "sis- 
ter" can be. Goss discovers this his questioning. 


This friendship relation, once visible and opaque, 
parallels the two framing within the video. The open- 
ing sequences take place the studio and use the conven- 
tions interview format. The boys are shot close-up, 
one looking left, the other right. Goss only heard. Finally 
they appear together the frame, seen from their knees up. 
This visual pairing accompanies their talking about the sub- 
ject the tape, their shared life." They first define 
and introduce themselves separately. Only interaction, how- 
ever, will reveal the limits, manner and form their life- 
style. After this initial pairing, Cesar the frame. 


Carlos, now alone the studio except for voice, 
prepares meet his friend they had arranged through 
make-believe telephone call. The videotape jumps into the 
real location the bus stop, does Carlos, still alone. 
There Carlos’ voice-over explains how often waits for 
Cesar see image Carlos dancing asynchro- 
nous music. The next shot reveals him alone the studio 
again, talking about his knowledge the L.A. bus system. 
Finally, back the bus stop, with framing reminiscent 
the initial pairing, Cesar enters from the right. The boys rec- 
ognize each other with kiss. 


The visual inevitability their union foregrounds the 
relation the two themselves describe. Such form carries 
the videotape forward the boys are continually seen sep- 
arately the studio with voice prodding them on- 
ward. Then they join, both exterior locations and studio 
shots, reenact the events their "wild life.” Their visual 
separation, its minor visual suspense, and its ultimate payoff 
their reunification give formal videographic shape the 
relation. come share their excitement their 
moments friendship. The narrative emphasis subtly sub- 
verts the primacy media places sexual objectification. 
The boy's unity the frame represents bipolar ideal, 
odds with the specularization single heroic phallic im- 
age. Suspense becomes built around their unity. These mo- 
ments unity are the site the most intense visual 
interest. The boy's mirror each other here but only after re- 
vealing differences specific each individual. The myth 


narcissus originating tale self-love, which main- 
stream social theory often extrapolated account for 
queer desire, thereby destroyed. 


Carlos and Cesar not fall love with identical 
image, one crafted elaborate mix suspense and 
idealization, one which ends romance and marriage. Rath- 
they form friendship founded diversity and similar- 
ity and without explicit sexual gratification. The stereotype 
raging queer libido displaced pair "sisters". The 
videotape echoes this displacement its structure indi- 
vidual often close-ups taped interview format. 
These then lead into the boy's re-enacting joint activities 
which expose the complexity friendship and its recogni- 
tion similarities and differences. This recognition, turn, 
generates mutual pleasures. 


Despite this specificity much left unspoken. This relation- 
ship appears sexless. gay viewer would implicitly assume 
this term "sister." explanation for those outside gay cir- 
cles, those presumably unfamiliar with such usage, cor- 
rects possible misunderstanding Goss asks questions 
about the friendship, yet does not mention sexual relations. 
Nor the two boys volunteer clarify. Any immediate 
correlation between sex and friendship thereby avoided. 
There may legal reasons for this, since the subjects are 
both minors. 


The ambiguity, however, also permits gay audiences 
recognize close personal friendship without catering 
common stereotypes where gay men are seen coldly sex- 
ual predators. bridge understanding crossed over 
cultural divide. the same time, this depiction does not ex- 
pose betray the special sense gay subculture wid- 
er, possibly hostile world. That world permitted infer 
whatever wild intentions will. Cesar and Carlos are open 
about friendship and their sexuality. The details are not es- 
sential their image. They are gay and friends. Any other 
information superfluous. 


The WILD LIFE requires closer examination 
this juncture. the video the term emerges one adopted 
the teenagers describe their own lives. Yet the title en- 
courages other connotations. According dominant culture, 
the lives view may indeed appear "wild.” Another mean- 
ing this term, one which describes fauna, crosses 
this more explicitly moral meaning give this term add- 
edge. From the new point Anglo-American, hetero- 
sexual culture, gay, Latino, and teenage are triply 
These gay teenagers have very little opportunity 
represent themselves the larger, more powerful world. 
Their choice the term "wild present themselves 
implies the larger world's view and norms and probable cen- 
sure. Yet the dominant meanings are subverted 
the process how these two subjects practice their sexuali- 
ty. Michel Foucault described social control over sexuality 
the following way: 


Power over sex exercised the same way all lev- 
els. From top bottom, its over-all decisions and its 
capillary interventions alike, whatever the devices in- 
upon which relies, acts uniform and 
comprehensive manner; operates according the 


simple and endlessly reproduced 
mechanisms law, taboo, and cen- 


These teenagers are underage. 
result their sexuality falls within the do- 
main the law, reverts the prerog- 
atives the family, who remain unseen. 
the family, and wider society, taboos 
keep check their behavior, when 
Carlos changes clothes the street. Cen- 
sorship describes the dearth any repre- 
sentation which might approximate their 
view themselves. Thus Cesar proudly 
maintains photo collection without 
any explicit gay male sexuality. The boy's 
deliberate recognition barriers sexual 
practice and awareness dress and its ef- 
fects gender and social propriety show 
clear recognition the boundaries they 
face self- expression. More important, 
their desire break these strictures aligns 
their proclaiming themselves 
life.” 


They display this knowledge their reactions the 
process being videotaped. When Carlos awaits Cesar 
the bus stop, dances alone public space. Clearly 
aware the camera. The staging this event promulgates 
the idea that would this normally while waiting for his 
friend. this regard, the friend's kiss recognition be- 
comes not just act recognition, but sign defiance 
against dominant heterosexist culture. Rouch's work 
three African men, this video instigates actions. The kiss 
signifies recognition and defiance and becomes sign 
Close friendship within the context the work.Does the act 
video taping play any role its occurrence? 


Tensions between the portrayal actual events and 
staged ones permeate this work. another instance, 
voice specifically calls for argument. The teenagers to- 
gether frame the studio respond obviously 
feigned manner. Their voices carry over into the street, 
where more realistic argument proceeds. There, promi- 
nent framing device, using this railroad lines, 
shapes the image. Following the laws perspective, the 
tracks recede the distance forming the 
course the argument, Cesar and Carlos cross over these 
lines, separating, then joining within the triangle. Finally the 
dispute resolves synch sound images. They join arm 
arm from within the triangular perspective delimited the 
rail lines. 

Reenactments question video technology's ability 
record actual events and also instigate them. have 
evidence, indeed way knowing whether not 
these two boys are play-acting solely for the camera. Carlos 
can dancing for himself, passersby, the video maker 
the presumed audience. 


Goss forments fight the studio. asks the youths 


get angry the way they often do, implying that knows 
their disputes. Yet when Goss cuts argument outdoors, 
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suddenly the words are lost. The clear unenthusiastic ar- 
gument the studio becomes replaced angry, confus- 
ing, silent series actions. Now the audience remains ig- 
norant what caused this argument. this how 
the boys wish portray themselves are they concerned 
with some other issue? They respond video surveil- 
lance their own fashion. The video tape records these two 
events. The editing obscures the nature the arguments 
crossing from the studio the street. the street the came- 
utilizes perspective outdoor location compose the 
shot emphasize the strength friendship. 


Nature defines the place life" the L.A. 
streets opposition culture. its hegemonic social con- 
struction, nature often becomes associated with people 
color. They have traditionally been referred lacking the 
quence the faulty logic this perception, they are con- 
sidered more tune with the natural world. Kobena Mercer 
and Isaac Julien refer the strength such historical influ- 
ences which have affected the representation black male 
sexuality: 


The repetition these stereotypes sexual representa- 
tion betrays the circulation fantasy” and 
traces the way the contours his landscape have been 
shaped have been shaped mainstream cultural lega- 
cies slavery, empire and imperialism.3 


Mercer and Julien refer British context, yet similar 
influences shape how Mexican Americans, especially the 
southwestern lands taken from Mexico, have been represent- 
U.S. Issues power, authority, domina- 
tion, and exploitation litter this historical context. Further 
complications emerge considering the mestizo heritage 
Mexico. Mixed ancestry ties the contemporary Chicano 
Native Americans, group often referred even today 
noble savages. Consequently the boys tape inherit 


— 
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Native Americans, group often referred even today 
noble savages. Consequently the boys tape inherit 
peculiar status the eyes dominant U.S. culture, one 
seen more natural. sense the boys live indigenous 
life" Hispanic LA.., natives the streets ur- 
ban jungle. 


Goss and the boys present lifestyle which finds it- 
self the wrong side the laws, taboos, and strictures 
dominant Anglo culture reveals the neo-imperialist relation 
this culture establishes with these subjects. Their wildness 
encodes itself opposition this dominant culture. Can 
these two proponents subculture function within such 
framework create identity which resists hegemonic 
control? They have the status triple Yet they 
playfully recreate their natural habitat much television 
documentaries recreate the scientifically deduced forms 
actual wildlife. 


All episodes which end the street began the studio 
play. Goss sanctions and encourages element 
childhood. seen the staged and real arguments dis- 
cussed above, play and actuality become blurred the reen- 
actments, both the natural settings and the studio. 


Also, the two boys use wild clothes set themselves 
apart from their families. Censure home keeps Carlos 
semi-secluded doorway. Their voice-over narration under- 
scores the implicit prohibition against this. one instance, 
recalled Cesar, surveillance video camera had tracked 
Carlos changing his clothes public. Dressing becomes 
sexual act because the possibility surveillance and dis- 
approval. gay teenager, Carlos finds himself relegated 
the street express his sexuality. This space becomes the 
natural space for Latino youth who faces restrictions 
home and best indifference public. this place 
that the boys wander, cruising men, living and demonstrat- 
ing their gay life. sense they being gay, 
breaking the rules. doing, they cast subversive 
glance the aesthetic ideas reenactment, for depends 
recreated nature vehicle for expressing truth. The 
forms and rituals their lives are clearly formed culture. 
Their play with culture's rules shows their resistance its 
demands. 


Staging the reenactments requires improvisation. Carlos 
and Cesar are co-instigators along with Goss and are not 
simply instructed Goss. The boys empower themselves 
these video events, since they events register great de- 
gree the boy's desires shape self-presentation. Their 
words shape the course the project. Video technology 
does not simply record frame them. The project crosses 
over into fiction and fantasy their instigation. When they 
describe what they and where they go, the video magical- 
follows them there. Words become visual reality. park 
described and suddenly, through editing, the boys appear 
there and the camera follows them. "Wild life" ensues. 
the bus stop scene, the argument sections, and the park set- 
ting, Carlos and direct the mise-en-scene. Their 
words become wishes which turn become video reality. 
Hence the encoding the practices that define their "wild 


life" achieves new dimension which helps their fight 
against censure and indifference. Their fantasy identifies 
ideal opposed disapproving hegemonic order. Cesar 
Carlos have found co-conspirators Goss and ultimately 
any viewer who happens come along. 


The clothes changing incident also plays against sur- 
veillance. The surveillance video camera, which followed 
the boys before, duplicated the instrument Goss em- 
ploys. this instance, not only the artist attentive, 
but also the viewer's, and the complicity the 
creation cinematic spectacle compounded the act's 
transgressiveness. The boys are underage and are wit- 
nessing actual even which has potential consequence 
social reality. Whereas nakedness might simply matter 
convenience for the boy, cannot ascertain this the 
context what's seen the video tape even the ritual 
created around the event. The boy's showing self has 
clear sexual connotations. 


The breaking public and private morality cen- 
tered this disputed wild style. And that wild style 
public issue not only the clothes themselves, but 
also the process changing into them. These two boys 
are aware dominant culture's prohibitions. They trans- 
gress its codes express themselves oppositional and 
further self-defined. They know the rules and the possi- 
bility surveillance. Their self-presentation hinges the 
sexuality expressed the act. 


Dick clarifies how performing 
such act and recording functions defiance. The act 
responds hegemonic order the subculture responds 
which belies its presence. this sense, identity 
emerges from contrary acts which separate and delineate 
distinct subculture identity. The process committing the 
act video tape commented this vein them- 
selves. They recognize the purient interest which society 
which normally has place for thera might betray its 
prohibitions. Why forbid such behavior inter- 
est? Contrary this reading, one could also point out that 
indifference can the gravest form censorship. The 
streets L.A. can safe for these boys since conirol over 
them hegemonic, not total. Their various responses take 
into account power's vagaries. 


significant source the boys use create identity 
which still not fully socially accepted are images gay 
men (another subcultural product) and men sexual objects 
which these two Chicanos find and keep. The images serve 
not only for eroticization but also ideals. For gay men the 
possibility seeing image man sexual object 
exists simultaneously with the capability identifying with 
another man. Numerous shades distinction arise from the 
very nature such images. Here the images reflect white 
gay world, world where not are comfortable their 
identity are these two boys. Problematic identification 
and objectification occurs across racial lines. Additionally 
the messages these images embody contradictions about 
seeing men sexual objects. The boy's relation the imag- 
they see and collect remains fraught with ambiguities. 


For example, one scene, billboard advertising The 


white, one behind the other, hugging. contrast set 
between the ideal gay couple and the pair below, and this 
contrast reveals several striking issues around the possibility 
representing gay relations. The two white persons are 
adult, whereas the boys must act more circumspectly. Their 
sexuality strictly delimited because their age and their 
ethnicity. This sense limit surfaces their discussion 
about the suitability clothes for Carlos. The bill- 
board also embodies visual ideal opposed the actual 
presence Carlos and Cesar the streets. The boys are 
subject the hegemonic power which the state and society 
exercise there, including the recently increasing threat 
gay bashing. kiss change quickly quite different 
from standing embrace, act which considerably in- 
creases the possibility censure. 


The billboard high, far above any casual disagree- 
ment. also uses faceless bodies. Images which objectify 
male bodies because faces other features are cropped off 
not absolutely preclude identification. With long tradi- 
tion gay subcultures, masks, disguises, and hidden identi- 
ties have always been available gay response the 
structures dominant society. The image with- 
out face recalls this history. contrast, Carlos and Cesar 
present themselves openly cognizant the position they oc- 
cupy whether the studio the street. themselves, 
the video maker and the audience, they are identified 
gay. terms this billboard, they appear remain indif- 
ferent this visual ideal. Instead the viewer sees, through 
them, alternative. 


However, such commercial does inform these 
two images themselves. explains the printed 
elements has collected from his "wild Cesar betrays 
great interest just such imagery. studio interview, 
the framing shields all Carlos but his torso, arms and his 
mouth, similar The Advoctate billboard. table, re- 
veals ads, invitations, receipts, and telephone numbers, all 
bits their lifestyle. The framing employed here invites 
comparison between Carlos and the billboard. Like the mod- 
els The Advocate ad, studio free 
immediate social reactions. response, Cesar ex- 
poses documents and images that are important 
his identity. They attest his lifestyle because 
their connection his clothes, hair, gay friends 
and parties, well visual ideals. within 
images that Carlos finds sexual and fashion mes- 
sage. response Goss’ questioning, reveals 
interest both the sexuality and the clothing 
depicted. From these images, emulation may pro- 
ceed. 


However, the tape establishes clear con- 
nection outside the actual possession and pres- 
entation these images. Precisely how this mate- 
rial affects the "wild life" style remains obscure. 
Only the choice composition and 
Carlos’ interest betray causal link between visu- 
ideals and self-image. 


Cesar actively creates his image another se- 
quence. partial darkness covers his face with 
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fluorescent paints. Out darkness emerge both clarifica- 
tion and obfuscation his visage. This his own style. 
simultaneously reveals and obscures. The video screen be- 
comes the space where this occurs. Likewise, Carlos re- 
ceives time the tape recite poem that describes his 
view love and friendship. These sequences echo the 
opening interviews that the identities are presented 
separately. 


Here the end, Goss does not intrude. There uni- 
fying composition emphasize the relationship. Rath- 
er, identity individual act foregrounded. From this 
friendship can arise and with style, life". The art- 
ist's studio safe space, where Goss gives these two 
opportunity act out for wider audience the minutiae 
themselves. imperfect process where possibility and 
actuality coexist. 


Goss his work has doubled the prurient interest domi- 
nant society might express such activities. the process 
dissolves total indifference. His collaboration with these 
boys records and deepens the identity friends, 
gay Latino teenagers. Making the videotape permits their 
identity reveal its sources the traditions gay, Hispan- 
ic, and youth cultures. Ambiguity, playfulness, and simple 
respect for their own nature permit Carlos and Cesar tran- 
scend norms representation. The boys emerge them- 
selves, resistant the definition the societies that touch 
them and finally resistant the process making art itself. 


NOTES 


See Ellis, Jack, The Documentary Idea (Englewood Cliffs NJ: 
Prentice Hall, 1989), which points out the elements used 
comparison. 


Michel Foucault, The History Sexuality: Vol. Introduc- 
tion (New York: Vintage, 1980), 85. 


Isaac Julien and Kobena Mercer, “True Confessions,” 10:8 
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trousers 


Jane Gaines 


Who was Dorothy Arzner? The easy answer the 
question that Dorothy Arzner was the only woman direc- 
tor survive the U.S. motion picture industry during the 
studio system’s Golden Era. Preceded the silent era 
Lois Weber and Alice Guy Blaché and followed the 
1950s Ida Lupino, Arzner worked the only woman di- 
rector this period, and she worked steadily evidenced 
her output—the twenty films released between 1927 and 
1940. But the "who" question, although important for femi- 
nists, recedes significance comparison with the "what" 
question that matters much. "What was impos- 
sible determination, especially relation such 
sible trouble designation compounded further 
time’s passage and historical the meaning 
and gay identity stands dispute the present, 
remains forever unresolvable both and for the past. For 
feminist film theory, however, what Dorothy Arzner was 
and how name may moot since feminist critics have 
already claimed her the most "lesbian" director 
U.S. film history. The question then becomes much 
one what Dorothy Arzner for feminist film theory 
the contemporary period. 


For the last fifteen years, feminists have made Dorothy 
Arzner into kind patron saint theory, during which 
time her work has provided the subject matter for number 
important articles well monograph published 
the British Film Institute. Her position honorary de- 
constructionist becomes confirmed her presence the 
cover one the most difficult feminist film theory col- 
lections.2 Yet something remains missing. With the excep- 
tion important early talk Claudia Gorbman, femi- 
nists whispered the word but never really spoke 
lesbianism.3 


That is, feminists whispered the word until Judith 
Mayne's recent book broke the fifteen years silence. Con- 
firming the deepness this silence, Mayne further asserts 
that throughout this hushed period, feminist film theory pro- 
duced strangely split discourse resulting two 
the "textual and the highly visible image Dorothy 
Arzner.4 Quite rightly, Mayne points out the intent focus 
the "textual recalling the theoretical significance 
the moment DANCE, GIRL, DANCE (1940) when Judy 
(Maureen turns her male audience, "returning 
the One cannot emphasize enough the importance 
Claire Johnston's discovery this on-screen reversal the 
first decade feminist film theory.5 


Dorothy Arzner’s 


Although Cahiers Cinéma's theorization the “Se- 
ries film” demonstrated how gaps and formal disruptions 
occured widely classical Hollywood narratives, the possi- 
bility totally undermining the patriarchial text seemed 
strategically wrong for feminist film theory, emerging 
criticism that had already staked great deal establishing 
how patriarchial cinema functioned exclusionary 
Looking back, one recalls how the discipline early 
feminist film theory often worked constraint that pro- 
duced more than little frustration. And yet, following the 
late 1980s when, the heyday celebratory criticism, 
feminist critics suddenly read many Hollywood texts pro- 
gressive, began seem that Cahiers “Series theory” 
and not classical film narrative itself that might subverted 
from within. Today one tempted feel some nostalgia for 
the time when critic rarely found such moment John- 
ston did DANCE, GIRL, DANCE. The theory 
patriarchial cinema's thorough ideological saturation held 
bay another potentially problematic tendency--the tendency 
automatically ascribe transgressiveness films and tapes 
when made women. 


Serious work the "textual whether had 
with the discourse monogamy the suppression 
the feminine CHRISTOPHER STRONG (1932) helped 
establish critical credentials for feminist film But 
tells about two Arzners: the "textual 
always deflected representation desire, and the photo- 
graphic image Dorothy Arzner, image that hinted 
the desire unrepresented the film criticism. Mayne justly 
points out how prominent images Dorothy Arzner wear- 
ing trousers and man-tailored suit jackets illustrated early 
scholarship, that these images bore the burden articu- 
lating the unspeakable. The significance the 
silent but eloquent evidence cannot emphasized enough, 
and not only illustrations for scholarly discussions 
Arzner's work. For years, 10” glossy 
with Joan Crawford the set THE BRIDE WORE RED 
(1937) hung the wall office—a kind feminist 
theory [Figure 

want explore two avenues Mayne leaves open-- 
first, further her analysis how image func- 
tioned; second, question the issue Arzner and author- 
ship examaining how this director worked with gay male 
costume designers. First, want reiterate Mayne's point 
about the image's incredible attractiveness. Arzner's image 
offers many delights--the expensive tailoring details her 
suits, her patterned ties, cufflinks, white shirts, and jodphurs 
worn with boots, one leg cooly crossed over the other. More 
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than one production still features 
Dorothy profile, sighting ac- 
tress, looking directly into the eyes 
the other from under her thick 
unplucked brows. these photo- 
graphs, lesbian desire made ex- 
ceedingly alluring and chic. 


That the chic butch Arzner 
(wielding the power male di- 
rector and enjoying the adoration 
glamorous actresses) represents 
only fantasy lesbianism 
doesn't matter. And say that the 
image offers food for reverie not 
dismiss the political importance 
the way Arzner's image has 
stood for lesbian desire exactly 
the spot where that desire has been 
repressed. the contrary, say 
this acknowledge the tremen- 
dous imaginative power lesbian 


reclamation, that real fantasy pos- 
session the icons motion pic- 
edge that wish chart the 


coordinates desire intersecting 
Arzner's image, need Joan Crawford and Dorothy Arzner the set THE BRIDE 
variety contradictory identity WORE BLACK (1937). 


crossings. The image, after all, re- 

mains indifferent the sort fas- 

Cination attracts. Although persons may have political po- category. What looking for 
sitions regard fantasy material, fantasy itself doesn't hend the attractions fluctuating 
inspires gory that acknowledges the uncertainty and the inadvisabili- 


assigning identities based sexual practice. Here 
Until very recently, the only way locate the range take cue from Judith Butler's understanding 


identity crossings which refer would have been along and "gay" "sites necessary trouble" whose categorical 
Adrienne Rich's "lesbian ingenious gesture instability offers less occasion for concern than occa- 
inclusion that allowed "maybe, maybe not" position sion for pleasure pleasure duplicity well uncer- 
sexual love between Since the 1980 appearance tainty) (Butler, 14). The disputedness the category should 
Rich's essay developing this concept, has stood the allow room for the cautious and tentative well the une- 


reigning lesbian feminist paradigm academic circles. But quivocal embrace lesbianism. especially would like the 
its influence has not gone without challenge. Many wonder "site definition allow (although the category 
"lesbian continuum" can adequately express the complexi- may not finally extend this far) for position vicarious 
identities formed around sexuality. And the concept transgression. 

has come under attack for the way has 
smoothed out the conflict between lesbianism involving sex- 
uality and political (only) lesbianism. 


Vicarious transgression refers the kind exhiliara- 
tion produced the knowledge how much gay/ 
lesbian desire produces for heterosexuality. points 


this time history, academic feminism may look less identification with the idea disruption, although not nec- 
and less toward the movement (and its cultural essarily participation that disruption. This knowing 
feminism) and more toward the lesbian and gay movement position, have said, and what known that the divid- 
source for evolving theory gender, identity, and ing line between heterosexuality and homosexuality remains 
sexuality. And mean for academic femi- disputable boundary, the two identities being close that 
nists have become more involved with university politics they can and One would expect that the safe 
and less involved with community struggles, they have transgressor stands nothing more than interloper 
looked the people's movements which they longer liberal romanticizer the margins. This may the case, 
belong for their new concepts upon which but also wanting borrow something from Alex 

base theories. Most recently, lesbian and gay studies has concept queer positioning, vantage point cul- 
given academic feminism considerably fiestier theoriza- ture which one can step into and out of, possibility that the 
tion although remains seen whether text offers which willing viewer can take But queer 


women's movement lesbians will see themselves goes beyond its queasier cousin vicarious 
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gression. understand queer positioning, also di- 
rect challenge the textual subject positioning that 1970s 
film theory was said the viewer (heterosexu- 
ally) gendered. Here, instead, the viewer may "produced" 
homosexual. Crucially, queer positioning implies that 
proposition some kind has been made and accepted. 
would want retain some sense this “trying out" 
sexual identity position. It’s the vicarious aspect es- 
sentially transgressive fantasy. 


attempt define this place vicarious transgres- 
sion motivated interest explaining the common 
situation feminist critics who, although fascinated her 
image, did not deal directly with Dorothy Arzner and lesbi- 
anism the 1970s.13 And include the category une- 
quivocal lesbians, feminist not-lesbians, straight, theory- 
only lesbians, well once only and future lesbians. 
make apologies for this attitude which characterized 
many feminists the first fifteen years Arzner scholar- 
ship. Undeniably, vicarious transgressors are fence-sitters. 


While the subject, wish emphsize that al- 
though photographic image may invite conven- 
tional auteur approach, that not interest. Judith Mayne 
also dismisses auteurism for its contemporary naiveté, par- 
ticularly given the significance the poststructuralist cri- 
tique the position vis vis the text (Lesbian 
Looks, 115). And the biographical approach has other prob- 
lems, some which can illustrated the influential in- 
terview with Arzner conducted Karen Kay and Gerald 
Peary 1973, six years before her death 1979.14 This in- 
terview, along with revivals her work, helped restore Arz- 
ner her place film history. the time, DANCE, GIRL, 
DANCE (1940) CHRISTOPHER STRONG (1933), and 
THE WILD PARTY (1929) had played centerpieces 
the first the First Annual Women's Film Festivais Chi- 
cago, New York, and San Francisco. 


The Kay and Peary interview does not significantly dif- 
fer its format from many other interviews with motion 
picture pioneers which have filled the pages film jour- 
nals. But although not constructed differently, feminist 
film critics have read differently— more closely and over 
and over. This close close reading has been crucial the 
process writing lesbian feminist film theory, although 
when the interview first appeared, provoked only limited 
questions. The one question most often asked ("Was Doro- 
thy Arzner least woman-identified woman?") actually 
allowed evasion the issue lesbianism. retrospect, 
the 1970 New York Radicalesbians formulation 
an-identified woman" seems somewhat Over time, 
this strategic move expand the definition lesbian in- 
women who were lesbian politics only seems 
have fulfilled the prophecy about that very move. Yes, the 
concept worked embrace Jane Addams, Willa Cather, and 
Dorothy Arzner. also postponed dealing with the impor- 
tance lesbian sexuality, and backed off from 
edging the real dangers living homosexual. 
The woman" hypothesis also problemati- 
cally set too literal expectation which own 
commentary her work could not support. This expecta- 
tion conspired with unexamined auteurism produce the 


Dorothy Arzner. Much was made, for in- 
stance, the fact that when questioned about CHRISTO- 
PHER STRONG, (the Katherine Hepburn vehicle about the 
aviatrix based the life the British flyer Amy Lowell), 
Arzner said that she was more interested the male charac- 
ter, Sir Christopher Strong. this character, married 
man, whom the heroine becomes pregnant. Honorably, 
avoid the risk dividing his family, she commits suicide 
successful shot breaking the altitude record. 


the interview, Arzner denies that she had any particu- 
lar interest either the important woman characters (Bil- 
lie Burke's wife and Hepburn's daring flyer): 


more interested Christopher Strong, played 
Colin Clive, than any the women characters. 
was man the cross.’ loved his wife, and 
fell love with the aviatrix. was the rack. was 
really more sympathetic with him, but one seemed 
pick that. course, not too many women are 
sympathetic about the torture the situation might give 
upright character." (Kay and Peary, 163). 


One can read this remark any number interesting 
ways, the most important which may repudiate the 
kind automatic auteurism work could attract. 
Also, from contemporary point view, have arrived 
the point Left politics where know that transgression 
one arena doesn't necessarily mean transgression an- 
Or, Diana Fuss asks the question, "And does in- 
habiting the outside...guarantee 5). 


Clearly, the burden reading Dorothy work 
radical way lies with and not with the historical per- 
son. What this means that critics can (and do) read 
this group films "in the name Dorothy 
reading "in the name of," mean something slightly differ- 
ent from the kind inscription implied Judith 
term "female signature." (Women the Keyhole, 
want retain some notion the female author having 
left something the text (for political purposes least), yet 
locating that something always requires act faith that 
politically problematic other So, reading "in 
the name of," reading "for mean more pro- 
duction critical meaning homage Dorothy Arzner 
and all that she has come stand for film history. And 
would extend the same gesture those designers whose 
work needs credit and admiration. 


Lesbian and gay theories aesthetics (whether high 
art low camp) have historically started with the paradigm 
the discrepancy lived relation hetero- 
sexual society. the classic theorizations camp, for in- 
stance, gay sensibility derived from the need constantly 
assemble and disassemble--to perform self. Richard Dyer 
has recently given this theorization new angle his argu- 
ment that, one sense, being gay functions significantly 
like authorship--both are performances. ("All authorship and 
all sexual identities are performances, done with greater 
less Some are successful; some are not. Dyer 
achieves the simultaneous retrieval and dismissal author- 
ship with coy twist--to believe authorship believe 
fairies. Retaining the social construction both while en- 


tertaining the belief for the course 
one fleeting article, subtly 
shows the political significance 
believing (all the while 
know they aren't really but 
made up). And only too 
happily find argument can bor- 
row that allows pretend Arz- 
ner author without the danger 
lapsing into auteur theory's po- 
litically retrograde idealism. 


What would reading 
look like? First all, I'm 
not arguing that for different read- 
ings, because dissatisfaction 
not with feminist readings fe- 
male auteurs but rather with the 
stubborn intrusion causality 
whenever one sets any kind 
author/text relation. reading 
CHRISTOPHER STRONG "for 
might first all look 
the film the interests trans- 
gression, considering, for instance, 
the way the characters undermine 
conventional morality. CHRISTO- 
PHER STRONG then gives 
which the most up- 
standing patriarchs admits the 
contradiction which conventional marriage usually cannot 
accommodate: possible love two people (or more) 
the same time. 


The CHRISTOPHER STRONG family plight seeming- 
remains played out within the generic laws melodrama. 
But what make the fact that the film finally refuses 
bear out the moral pattern the times (always the test 
melodrama)? one judged, lessons are taught, 
character taken task. The sacrifice the heroine avoids 
soppy, artificial, restoration the moral order. Because 
Cynthia Darrington removes herself from the world she nev- 
becomes conservative like Christopher Strong, who 
given the line: "Marriage and children make almost any 
woman old-fashioned and 


The importance locating the Arzner text relation 
melodrama not lost film theorists, but they will 
want know how reading Arzner" might different 
from the many analyses 50s melodrama terms direc- 
tor Douglas subversive aesthetics. Traditionally, Sirki- 
auteur criticism has read the films using 
excessive cinematic style the narrative, 
device which illustrates the moral demise the U.S. middle 
class somewhat similar critical position has 
been attributed lesbian and gay existence (not mention 
cultural production). What defines lesbian and gay identities 
(if anything does), according Judith Butler, how people 
live them "running the 
claim naturalness. such, they work parodically off the 
heterosexual assumption (Butler, 23). 
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Hepburn moth costume, designed Howard Greer and 
Walter Plunkett, CHRISTOPHER STRONG (1933) 


What would finally want argue "for Arzner," howev- 
er, must beyond what critics have considered subversive 
Sirkian sense, that is, "for" immigrant German Left- 
ist point view the United States the 1950s. Whereas 
Sirkian point view may start from 
terms bourgeois United States, vantage offers 
relation heterosexual society, produc- 
ing more troublesome and inexcusable 
From this peculiar (queerly positioned) point view, 
can interpret CHRISTOPHER STRONG demonstrating 
how heterosexual monogamy cripples the imagination and 
curbs the appetite for living and thus how Cynthia's heroic 
death stands once for bold termination pregnancy and 
acknowledgement that heterosexuality kills.22 


ARZNER AND HER COSTUME DESIGNERS 


While see the advantages considering the film text 
the performance (especially the lesbian gay 
author), the notion has much more usefulness when ap- 
plied the motion picture costume designer. Significantly, 
performance theory cultural production also allows 
consider collective work which the real mode U.S. 
motion picture industry production this period (as op- 
posed single authorship, the imaginary mode). want 
look the performances Arzner and her designers, 
working toward performance theory collaboration. 


One point needs clearing up, however, before proceed 
any further with what could seen conflict dis- 
course: the use gay male aesthetic based camp with- 
lesbian-directed film. Although well established 


== 
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that the gay male relation camp has long history, de- 
scending from the tradition the dandy, camp does not 
clearly have positive relation lesbianism. may that 
lesbian relation camp emergent academic circles, 
especially following Judith Butler's work which takes drag 
one its central paradigms. second look may discover 
camp there all along, certainly evidenced the lesbian com- 
munity's enthusiastic reception Jan Oxenberg's COME- 
SIX UNNATURAL Probably the best 
move here (in the interests encouraging the development 
lesbian theory camp) make distinction be- 
tween the bad politics and the good politics camp. the 
first instance, the problem with camp its refusal re- 
nounce the straight culture which has developed para- 
sitical dependance (Ross, 161). Camp relishes heterosexual 
romance with its out-dated chivalry well consumer cul- 
ture acquisition with all its class aspirations. But also, gay 
male camp based upon the acquisition traditional "fem- 
tendencies that lesbians have abandoned and discarded. Yet 
herein lies the possibilities good camp. Camp knows 
without question how and "masculinity" can 
detatched from gender, that one abandoned 
can become the other gender's "found" qualities. The 
knowledge the constructedness gender thus constitutes 
the good politics camp. 


One could justify discussing Arzner terms cos- 
tume because her first film Paramount 1927 was 
FASHIONS FOR WOMEN; descriptions this lost film 
suggest that she may have undermined the fashion-show- 
within-the-film subgenre with commentary women dis- 
played. The film, starring Esther Ralston the competitive 
Lola, features scene which one model locks rival 
I'm also taking lead from the Kay and Peary in- 
terview where Arzner mentions her work with both stars and 
particular designers, although she provides only selective 
recollections these years. 


For instance, Arzner nostalgically remembers Dietrich 
but never mentions Ginger Rogers; she worked with Die- 
trich's designer Travis Banton Paramount THE WILD 
PARTY, but only recalls that Adrian and Howard Greer de- 
signed the costumes. all the thirteen films Arzner di- 
rected, only the two she directed with Joan Crawford were 
designed MGM's ace designer Gilbert Adrian. Greer, 
who later designed for Jane Russell, actually co-designed 
CHRISTOPHER STRONG with Walter Plunkett GONE 
WITH THE WIND fame. I'm using the fact that Dorothy 
remembers these designers above the others justify 
interest singling out two spectacular costume moments 
for discussion--Adrian's bugle-beaded red dress THE 
BRIDE WORE RED (one the triumphs his fourteen- 
year career MGM) and the Greer-Plunkett moth costume 
Hepburn wears CHRISTOPHER STRONG. [Figure 


Among scholars who work motion picture fashion, 
information about the lesbian/gay identities the studio 
costume designers important history. For some years, the 
references these mythic homosexuality has stayed 
the level in-joke and innuendo. There has never really 
been any effort discuss gay Hollywood terms the de- 


signers who created the stars. Although Vito Russo men- 
tions the lesbian relationship between actress Ali Nazimova 
and Natasha Rambova (Rudolph Valentino's wife), 
makes real connection between lesbianism 
and her designing.25 Rambova not only served producer 
film version Oscar Wilde's play Salome, but de- 
signed set and costumes for films starring both lover Nazi- 
mova and husband Valentino. (CAMILLE, 1921; SA- 
LOME, 1922; MONSIEUR BEUCAIRE, 1924). The 
Nazimova-Valentino-Rambova triangle also the most 
available the myths, available that could main- 
streamed Ken Russell's VALENTINO (1977). more 
interested, then, the submerged and transient history 
motion picture costume design. One can't deny the advan- 
tage the transcience such history the gay community 
since this more fluid state, stories can embellished, 
deepened, tampered with, and, necessary, they can disap- 
pear without trace. the writers the JUMP CUT Spe- 
cial Section Lesbians and Film have put it, "Gossip pro- 
vides the official unrecorded history lesbian participation 


And lesbian and gay reclamation the past, tradi- 
tional historical "fact" stood its head since the most un- 
verifiable rumor may serve the foundation communi- 
history within which information widely shared and 
jealously guarded. Such information becomes passed 
The manner savoring the detail while passing it. 
(with flagrant disinterest conventional evidence) con- 
Stitutes its truth claim. Such the case with Gilbert Adrian's 
actress Janet Gaynor. close reading the 
fan magazines the 1940s suggests different kind cod- 
ing--confirmation the rumor reverse emphasis--that is, 
gushing and cooing about the wardrobes Adrian designed 
for his wife, who recent years toward the end her life 
was linked romantically with Mary Martin. 


How, then, move from "confirmed rumor” 
screen aesthetics? move with great difficulty because 
the popular practice looking the films lesbian and 
gay directors "that Therefore, what want undercut 
this exercise the kind direct correlation the artistic 
life with aesthetic effect. Let raise 
least two objections this tendency. First, Richard Dyer 
explains it, again the persistent "belief" authors that 
produces “readiness credit shot film the direc- 
sexual (Dyer, 187). Second, authors 
always cancels out belief audiences. other words, cred- 
iting gay sensibility behind the scenes often means that 
forget that this sensibility lies much gay audience’s 
appetite (somewhere, sometime). 


the last five years, lesbian and gay studies has made 
significant contribution toward more satisfactory account 
the relation between subcultural production and the host 
culture. And look this work for approach homo- 
sexuality and motion picture costume design that goes be- 
yond idea authorial volition yet still allows for con- 
cept stylistic signature, that analysis the design 
performance can undertaken "in the name" the design- 
er. Problematically, aesthetic forms are overdetermined, 
subcultural aesthetic forms are extra overdetermined, that 


one has consider local in-group 
codes, urban life, the history 
taste, social class, gender construc- 
tion, sexual practices, well 
the construction the uncon- 
scious. 


the new lesbian and gay 
critical work, the relation between 
gender and clothing stands 
foundational principle. This gives 
Starting place for more com- 
prehensive theory lesbian and 
gay costume design; that is, this 
thing would start from the com- 
plete fabrication gender. Ju- 
dith Butler has laid out critical 
project for lesbian and gay studies, 
"engagement" with gender 
performed fabrication and 
commitment fabricate all over 
again new terms, subversive 
terms that can reveal the way the 
other than the effects drag." The 
"sex" part gender needs 
put into insistent political 
play,” Butler concludes.(Butler, 
129) Although can see sex and 
gender "put into theatrical 
costume design (taking the two apart and putting them back 
together unpredictable ways the body), may not 
necessarily see the political aspect activated all. Some 
this the apolitical legacy drag. 


Gay motion picture costume design exercise based 
the premise drag. Here mean drag dressing up, 
the way which one one's gender, and take this 
from Esther Newton's definition drag 
both distance and drag the distanced, artifi- 
cial gender camp the relationship between ho- 
mosexuality and everything 185). And since 
drag ever and always relation, has internal resis- 
tance location and definition, encouraged, course, 
the way camp produced the claiming much 
more than produced the making. 


Perhaps the most functional breakdown for our purpos- 
resides finding camp three intersecting 
themes: incongruity, theatricality, and humor (although the 
third theme not sufficiently fleshed out enough use- 
ful). Newton says about the perception and creation 
incongruity, based the "moral that defines 
the homosexual experience. And one her informants 
comes very close isolating camp's core structure: 


Camp all based homosexual thought. all 
based the idea two men two women bed. It's 
incongruous and it's 107) 


But how, ask again, does one get from two men 
two women bed elaborated stylistic code? The theat- 
rical property camp gives the execution, the perfor- 
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Hepburn aviatrix Lady Cynthia Darrington 
CHRISTOPHER STRONG 


mance style, the "play" sex and gender where the pair- 
ing that thought matched can made seem in- 
congruous. The exaggerated wrongness two men and two 
women (in bed) becomes the paradigm lesbian and gay 
culture rewoven into all other aspects culture--a re- 
iteration discrepancy everywhere and anywhere. And this 
discrepancy confounds straight culture- what straight culture 
sees dangerous mismatch (two similarly gendered bod- 
ies) really match (two similarly gendered bodies). 


see the virtuoso gay costume designers performing 
gender themes with the female stars their material, elabo- 
rating these themes such way that each actress could 
seen gender somewhat differently from the 
next, with the variation supplied the part she played. 
Within the realist aesthetic the classical motion picture, 
these designers worked with the tension between clothes 
and costume, this dichotomy mirrored another dichoto- 
my, that between natural and unnatural. So, whenever they 
could, they worked vein that thwarted the tendency 
costume become naturalized clothes and the tendency 
gender become naturalized sexualized body. 
the day day level, gay designers expressed this dis- 
dain for realism, even deep irreverance toward the classi- 
cal realist aesthetic. the natural always threatened 
erupt into the unnatural and artificial, the ordinary always 
remained danger becoming the spectacular, hence the 
often-heard complaint that Hollywood costume this peri- 
looked ridiculous. Because the constraints realist 
costuming, the virtuoso designers performed their strongest 
design statements the medium the costumed costume-- 
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the dress for the formal evening and especially the costume 
ball. 


SPEAKING SARTORIAL TONGUES 


The two costumes want analyze are such costumed 
costumes--dresses that one would never wear convention- 
society. would mean risk speaking the lan- 
guage the unnatural (as opposed the language the 
naturalized), that is, speak "deviance" public. Much 
this rhetoric deviation becomes performed the female 
body through the imaginative use textures, not surprising- 
one the favorite vehicles camp expression.28 There 
something especially delicious about the way these two 
costumes use clinging fabrics outline the female body, 
literalize the metaphor with celebrat- 
ing the wetness, the female sexuality.29 But the 
costumes also make the body dangerous--too blinding 
look at, too hot lick, too slippery grip. Certainly this 
costuming subtexting speaking sartorial tongues its 
best. Costume, course, provides the only text which 
fabric two senses the word--it provides both meaning 
cloth and clothing material. And let not take for 
granted the actual signifying material out which these 
costumes were painstakingly constructed. Gay costume his- 
torian David Chierichetti tells that the glint 
scandalous red dress came from two million hand-sewn bu- 
Hepburn's moth costume which encases her 
body from toe head, (echoing her goggles and aviator's 
cap) 3], gold lame with diaphonous chiffon 
wing-like cape. 


What, then, does this other tell about desire 
the scene from CHRISTOPHER STRONG? How does 
tell another (different) narrative from the one about the 
virginal aviatrix (Lady Cynthia Darrington) entertaining the 
British politician Sir Christopher Strong who has come 
her the pretext asking her opinion about his 
daughter Monica's affair with married man? Later, the af- 
fair between Lady Cynthina and Sir Christopher consum- 
mated New York, after she has completed transworld 
flight and been given tickertape welcoming parade the 
city. Arzner the editing the scene that repre- 
sents their sexual intercourse close-up 
Cynthia's hand the bedside table, with voice over inter- 
change between the two. 


Significantly, the moth costume designed for char- 
acter who (rather like the androgynous Garbo) hates clothes. 
Cynthia “tom boy," most comfortable wearing jodphurs 
she can swing one leg over chair and sit with her legs 
wide apart. hour before she must leave for costume 
ball, she works her drafting table, and the maid has re- 
mind her dress. This means that Cynthia putting this 
moth suit while talking Sir Christopher, scene which 
utilizes one the sexually evocative possibilities off- 
screen space, hiding the space dressing and undressing 
order stage dress/undress for the character well the 
viewer. Cynthia strips her essence for the viewer 
well for Sir Christopher who can't recognize classify 
her species. "Do you know what am?" she asks. "Some- 
thing exquisite, moth perhaps..." answers. 


The strangeness the scene, certainly, has with 
the fact that human man appears making love 
large gender inspecific bug, maybe extraterrestrial. She/it 
has ask him "You're not making love me, are be- 
cause she doesn't know what human beings actually do...(A 
virgin might well from outer space this 
Beverle Houston has written that the costume marks Cyn- 
transition not career new site identi- 
ty."32 Cynthia asks, “do you know what am?” she 
not sure what means inhabit female body. What she 
supposed with such body? This new female encase- 
ment displays her curves and grips her thighs, keeping her 
knees locked together that she must shuffle and glide in- 
stead stride. This might her metamorphosis into fe- 
malehood (heterosexual womanhood), condition 
which women experience everything through their bodies. 
Cynthia must now wear her female body shimmer- 
ing, trembling casing--disjunctively, perhaps, because the 
brusk, no-nonsense voice coming out the body still the 
uninflected tomboy voice. this female encasing, Cynthia 
learns avert her eyes--to deny her attractiveness (her pow- 
ers lure)--while practicing how use this power. 


But don't know why one has yet suggested the les- 
bian interpretation this scene ("for Arzner") which the 
patriarch stands between the women the film--Cynthia, 
Lady Strong (Billie Burke) and his daughter Monica (Helen 
Chandler), have suggested. She then represents the ta- 
boo lesbian body--to him she well moth-- 
perhaps lesbian vampire this why the meta- 
phors are strangely mixed? (The wire antennae from her 
close-fitting cap frames Sir Christopher's face close-up 
with question mark.) But who the moth, Cynthia Sir 
Christopher? After all, who faces danger here get- 
ting too close the flame, and the match strangely prefig- 
ures the burst flames that end the film her plane dives 
earth. 


There yet another way like consider both this ex- 
ample costuming and the one THE BRIDE WORE 
RED. These costumes have visual excessiveness which 
transgresses the basic requirements cinematic storytell- 
ing. have written elsewhere, the directorial code the 
industry called for the subservience costume narrative. 
Costume was not supposed call attention itself (al- 
though know how something subdued could also 
function inspire envy and awe and give rise fantasies 
about the What has long attracted Adrian's 
work his refusal rein his designing when the script 
called for it. (Catty and jealous critics said that his costumes 
were too for the emotionally scenes.) Even gay di- 
rector George Cukor has been quoted saying that cos- 
tume "knocked your eye out" wasn't good for the scene 
the film whole (Gaines, 193). Cukor may only have 
spoken about the directorial rule thumb, but fortunately 
broke his own code the numerous MGM films 
which worked with Adrian: ROMEO AND JULIET 
(1936), THE WOMEN (1939), CAMILLE (1936), PHILA- 
DELPHIA STORY (1940) well TWO-FACED WOM- 
(1940), name few. breaking the codes classi- 
cal narrative, refusing make the spectacular costume 


subservient the narrative, Adrian gives de- 
signs that visually climax meet degree the 
emotional heights the developing drama. 
other words, the narrative and the costume dis- 
courses orgasmically the same time. 
Certainly Plunkett and Greer also achieve this 
with the moth costume CHRISTOPHER 
STRONG, but the "red dress" scene THE 
BRIDE WORE RED gives not only higher 
degree visual satiation but more complex 
narrative problem. 


want frame discussion THE 
BRIDE WORE RED with the story how 
Dorothy Arzner met Joan Crawford. Arzner 
was given the job directing Crawford the 
half-finished THE LAST MRS. CHEYNEY 
MGM because Franchot Tone (Crawford's 
husband the time), urged that she consider 
Arzner after the picture's director died sudden- 
ly. Tone suggested that she see Arzner's 
CRAIG'S WIFE, released February, 1937. 
Alexander account their first meet- 
ing, while not first hand one, still gives 
way imagining this meeting: 


& 


her mid-twenties and could mistaken for 
boy. She was invariably impeccably 
turned out, usually twill trousers ort- 
weeds tailored with chic yet masculine 
line. She affected slouchy hat the set. 
Yet the effect, instead being “butch,” 
was the crisp statement talented and 
shrewd woman the qualities she wore 
comfortably the Hollywood studios 
where she freelanced.3 


The question is, did Tone (after several 
years marriage), see Crawford this role 
did she see herself (since later she wanted 
the role when was remade HARRIET CRAIG (1950) 
for Columbia, directed there Vincent Sherman (with 
whom she was rumored have been having affair the 
time). THE LAST MRS. CHEYNEY was not success, 
but the working relationship between Arzner and Crawford 
was, and some its themes were carried over into THE 
BRIDE WORE RED. the earlier film, Crawford jew- 
thief who thinks herself "respectable 
and believes that she superior her wealthy victims. 
THE BRIDE WORE RED, Crawford exposes elite socie- 
ty, but the earlier film this more indirectly achieved 
the device compromising love written British 
Lord the adventuress. putting Crawford's sense su- 
periority into the service social critique, Arzner quite 
original. Certainly Arzner makes productive use Craw- 


She and Crawford took each other 
once. Arzner was four five years older 
than her star, but she looked like youth 


ford's conviction that she was better than others, resource 


that other directors didn't always tap. 
THE BRIDE WORE RED, rewritten from the play 


JUMP CUT no. 


Anni (Joan Crawford) and her old friend 
class solidarity and female friendship 
THE BRIDE WORE RED (1937) 


THE GIRL FROM TRIESTE, originally was have starred 
Luise Rainer the Trieste prostitute whom philosophical 
aristocrat discovers and tries use conduct limited so- 
cial experiment--attempting pass off someone from the 
lowest order lady--in order prove that only luck and 
fate determine social position. gives her money for fan- 
tastic wardrobe and scts her for few weeks elite 
Swiss alps resort. Anni Pavlovich, half Polish, thus becomes 
the refined and polished Senora Anne Vivaldi. the resort 


she meets young monied aristocrat Rudi Pal (Robert 


Young) vacationing with his fiancee Maddelena (Lynne 
Carver) well two chaperones, admiral (Reginald 
Owen) and contessa (Billie Burke). the end her stay 
Crawford/Anni has succeeded getting Rudi propose 
her and break his engagement the generous and forgiv- 
ing Maddelena. Although Crawford/Anni prefers the hotel 
postman Guilio (Fanchot Tone), peasant, she decides 
elope with the aristocrat seize the fantasy the yacht 


‘is 
i ‘ 
| 
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the harbor, the butler and chauffeur. But she faces race 
against time marry the aristocrat before telegram the 
contessa will arrive announcing that Crawford/Anni 
fake. 


THE BRIDE WORE RED one few films from 
the Golden Era motion picture costume (1927 1940, 
roughly the period tenure MGM), where the 
big dress and its scene become more than the sum the 
narrative. The dress gives the Crawford character away and 
she knows it, but she insists wearing down her en- 
gagement dinner. The scene her hotel dressing room with 
her old friend from Trieste (now maid the 
mountain hotel), marks private space female friendship 
and class solidarity opposition the class distinctions 
the public hotel lobby downstairs. [Figure When her 
friend the maid says that she's like fire it, Anni responds 
that she knows that too red and too loud and too 
But the dress becomes the character's means revenge 
she sits the dinner table, and seathing, egging 
the admiral tell stories about how remembers 
bouncing her his knee child (but probably pros- 
titute.) 


CHRISTOPHER STRONG about rejecting the het- 
erosexual contract because the miserable dependancy 
upon men that produces women conservative, THE 
BRIDE WORE RED about the equation marriage and 
prostitution, and its sophistication the film echoes 
The Origin the Family, Private Property, and the State 
and Thorstein Veblen's The Theory the Leisure 
The harlot dress which supposed condemn the wearer 
the basis (read: class) kind magical dress 
which betrays not the moral degeneracy Anni (and the 
peasants with whom she aligned) but the class insularity 
(and moral illiteracy) the Italian aristocracy. For Anni, 
marriage Rudi Pal would only do- 
ing for the money—and the dress stands for the real 
whore she would become. Returning her room after the 
exposure scene, the dress she sees the mirror longer 
seems beautiful her all. 


What happens the dining room scene? want read 
this scene "for" Arzner and Adrian one those moments 
that Cuckor and other directors feared—a moment when the 
scene erupts into the spectacular. Seeing this depends 
analytical separation character from star image well 
from "real actress—all artificial selves.37 Each 
component has its separate critique—Anni the prostitute 
performs criticism the admiral, the contessa, and Rudi 
Pal, each turn. (Leaving the thoroughly blameless wom- 
an—Maddelena—a favorite Arzner construction.) But si- 
multaneously the actress splits off from the star image "Joan 
and performs impersonation herself. What 
produced not moment "rightness," what Richard 
Dyer calls the “perfect fit" between actor and What 
produced perfect redundancy. 


But Crawford's charged body, doubly electric because 
her performance herself, has the effect the scene 
kind forcefield around which other relations become 
mysteriously rearranged. Because gets displaced 


onto ("sex" displaced onto sensi- 
tivity about references peasants during the dinner remains 
ambiguous. Does the character disassociate herself from the 
peasants because she wants reject her former life sin 
because she exhibits class solidarity? The danger the 
eruption spectacle finally that the answer this ques- 
tion does not matter—nothing matters except the 
the high camp icon, confirming, already know, that 
camp ultimately apolitical. 


Where this scene find Dorothy Arzner, the for- 
mer editor and craftsperson? Crawford has three important 
reaction shots—the first reaction the sound the flute 
played the peasant/mailman (Tone/Guilio); the second 
reaction the shot Guilio delivering the fatal telegram 
which knows carries the news her ruse; the third re- 
action the shot the contessa reading the telegram. 
need consider the unusual number these close-ups 
within the same sequence and their duration the screen 
relation Crawford's screen acting capabilities. One expla- 
nation for the unusual number might found Barry 
King's close analysis Crawford MILDRED PIERCE 
which finds that the camera exhibits pattern consis- 
tently cutting away from Crawford close-up adjacent 
objects other characters. his view, this practice helped 
compensate for the narrowness her expressive range.39 
put another way, resourceful directors make 
the objects around the actress bristle with emotion and let 
other actors pick the affective slack. Working league 
with the editing pattern, Adrian's characteristic above-the- 
table detailing creates glittering focal fascination, directing 
the eye the brooch that clasps the ends the bugle- 
beaded red cape draped over Crawford's shoulders. Collabo- 
rating difficult exercise cinema aesthetics, Adrian 
and Arzner produce entire body that "catches The 
costume here functions eloquent object standing for 
the facial and bodily articulation that was not forthcoming 
from the actress. 


The effectivity Adrian's conceptions measured 
the success the illusion that Crawford's characters 
changed from one film another the twenty-four motion 
pictures for which designed her costumes. the same 
time differentiated the character, defined the star im- 
age, and THE BRIDE WORE RED, his fifteenth film 
with Crawford, Adrian was getting increasingly adept 
synthesizing her persona (although the huge-shouldered si- 
louette wouldn't appear until after 1940). Here, uses 
solid color help define simultaneously the firebrand sexu- 
volatility the character and the bloody severity the 
Crawford image that surfaced the book Mommy Dearest. 
The drama the red dress appears point the develop- 
ment the Crawford image where her severe self- 
punishing perfectionistic persona was begining over- 
whelm and take over the characters she played. Joan was 
never subtle soft, but always clear, sharp, and driving. 
Her persona was dedicated the principle getting what 
you want making virtue out saying that you want it. 
was only matter few years before there was nothing 
left with the Crawford persona but push into self- 
parody seen SUSAN AND GOD (1940), MILDRED 


PIERCE (1945) and HARRIET CRAIG (1950). 


But what Crawford lost critical acclaim for her per- 
formances after MILDRED PIERCE she has continued 
win back camp following. What campy about Joan, 
however, not what campy about Judy Garland (who 
wears her pathos her sleeve and always seems have 
lump her What campy about Joan that she 
drives such hard emotional bargains and displays such fe- 
rocity pursuit hearth and home. Not only does she rais- 
bourgeois aspirations such pinnacle disaster, but 
she wrecks this havoc wearing suits, evening gowns, coats, 
hats, and Adrian. With Crawford, one can al- 
most reach out and break off the jagged glass edges. The 
spectacle this wreckage (in the face Joan's conviction 
her propriety) becomes not horrible but absolutely won- 
derful. 


each the major stars from this period “wore" gen- 
der different way, Joan Crawford's distinctive style can 
rack upon which hang the accessories femininity, tell- 
ing that femininity means nothing but its accessories and 
assuring that femininity can taken off lesbians and 
put gay men. The fact that one Crawford's defini- 
tive roles was film called MANNEQUIN (1938) and 
that she was known help confirm this 
sense her only the model femininity and not the 
thing. But the profundity this star construction does 
not get lost the lesbian/gay sensibility since thorough 
her artificiality that Joan's persona tells the "truth" about het- 
Judith words, heterosexuality 
"an impossible imitation 23). For pro- 
priety's sake (an absurd rationale this point) the Crawford 
image insists kind “truth artifice," the moral high 
ground swamped with decadence. Hers not peroxide ar- 
tificiality, covering its roots. The two million bugle beads 
testify that her "effect" has been laboriously produced. Drag 
artificial gendering, and artificial gender always 
drag. 


EPILOGUE: FANTASY HISTORY 


Looking again photograph Arzner and Craw- 
ford the set THE BRIDE WORE RED, echo an- 
other image reproduced The Celluloid Closet, wonder 
there something might have missed about the friend- 
ship between these two women?(Russo, 50). How far did 
their mutual admiration go? What were the limits their 
passionate friendship? After all, Dorothy was the perfect 
consort for Joan—the only person good enough for her, 
fact she must have realized after she had discarded many 
husbands (Doug Fairbanks, Phil Terry, addition Fran- 
chot Tone), each whom was let differently than 
hired help who couldn't learn the job. 


Dorothy, however, always satisfied Joan. commensu- 
rate perfectionist, professional and powerful the film 
world, Dorothy lent Joan her capable shoulders and Dorothy 
never let her down—exceeding Joan's impossible expecta- 
tions where others often failed. Joan entrusted her friend 
with the coveted job directing Pepsi-Cola commercials 
when she became executive the corporation she took 
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over from her husband—an early first case women's net- 
working the television industry. 


And Dorothy was tidy enough for Joan's tastes. Wom- 
en, know, have their organs neatly tucked inside them 
whereas men's organs crudely hang out—all raw and un- 
cooked. occasion, Joan liked raw meat, but only because 
was fashionable and supposedly heathful. Unfortunately 
for daughter Christine, the mother insisted that Christine 
should also like despite the child's understandable distaste. 
Joan really preferred soft gardenia petals but never admitted 
openly. She was sympathetic about closetiness, however. 
She knew that only clothes belonged closets and she was 
sensitive about the dangers wire hangers which left deep 
body and psyche. Joan was protective 
Dorothy because within the industry her friend was not out 
lesbian and furthermore not out woman. 


want suggest that because the two women admired 
each other thoroughly, they began mirror each other. 
Arzner made Crawford, Crawford made Arzner. Joan 
emulated Dorothy the mannish look she adored. She prac- 
ticed striding and learned Dorothy's gestures through 
shrewd observation. This was gradual transformation. 
Adrian suggested that Joan work her shoulders and she 
found ways slimming her hips approximate Dorothy's 
boyish figure. 


was the other way around—that Dorothy stepped 
into Joan's body? That Mildred Pierce has Dorothy's smart- 
ness, classiness, and drive (not mention business acumen) 
was accident. Was Dorothy, then, who won the Acade- 
Award for acting 1945—the only Crawford award? 
After which Dorothy stepped out Joan's body because her 
job was done. She had finally perfected her favorite star-- 
turning the goddess into real woman with chocolate cake 
instead rhinestones for heart. 


ask you, was Dorothy Joan—or was Joan Dorothy? 
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Video sales rentals 


Tony Williams 


During the last decade teachers faced enormous prob- 
lems renting 16mm movies whose availability was once 
common. Economically distressed film departments encoun- 
tered rising rental fees. Film distribution companies either 
went out business merged with others. Many distribu- 
tors saw financial benefits extending acquisitions the 
face new developments cable, laser and video technoi- 
ogies. Previously works disappeared. Even avail- 
able films often circulated only badly deteriorating cop- 
ies. 


Every college teacher has rental horror story. They 
may have hired copies duplicated from second third gen- 
eration For example, 16mm cropped version 
the Technicolor/Cinemascope THE MAN FROM LARA- 
MIE may have been transferred desaturated Eastman Ko- 
dak color stock. Mutiply that kind distortion all the 
spliced deteriorating fragments films hired from vampir- 
istic renters anxious exert the last financial drop blood 
before the film's physical decomposition, and you will have 
sense the film distress finding decent copies 
films project. 


Despite efforts bodies such The Society for Cine- 
Studies Task Force Film Integrity persuade distrib- 
utors make many missing 16mm prints available again 
(especially their original formats), unlikely that the 
current situation will drastically change the near future. 
Even England now faces the same problem with classic 
films like THE SEARCHERS having gone out 16mm 
distribution entirely. But rather than yearn nostalgically for 
past eras enthusiastic film societies with huge audiences 
for vanished 16mm distribution companies, one should 
approach the situation realistically. well losses there 
have been certain benefits. One these has been the grow- 
ing development video rental and sales companies over 
the last seven years. 


Cinema scholars frequently complain about video's 
technological inferiority and champion the cause viewing 
cinema its pure form. Ideally, one should have access 
35mm, 70mm, Dolby stereo, cinemascope, hand-colored si- 
lent films and 3-D the works available only the Mu- 
Modern Art, the George Eastman House, and the 
Pacific Film Archive. But not all are that fortunate ei- 
ther financially geographically. One the benefits the 
video revolution making available both scholar and 

public vast amount material which has neither 
been seen for years merely known small circie within 
large city. 


While the Society for Cinema Studies has discussed the 


use video the classroom comparison film (Cinema 
Journal, summer 1991), these hard times make fairly ob- 
vious that the answer for increased funding for film rentals 
will fall deaf ears. Administrators are usually not the ra- 
tional beings Habermasian discourse. Where choice 
exists between closing department for economic reasons 
and grudgingly keeping existence, alternative meth- 
ods media representation supplement film, the answer 
obvious. 


Also, despite criticism Ted colorization 
methods (mostly those oblivious the fact that one does 
not see films television their original form anyway), 
has least extended audiences for previously lost classic 
films his cable television channel, TNT. 


Certain films, such the recently restored DR. JEK- 
YLL AND HYDE (1932) copied from very good 
masterprint, have immediately gone the video rental and 
sales circuit. Any local video store may not have what one 
looking for (though several contain classic and cult sec- 
tions with works ranging from Wellman's (1927) WINGS 
the Taviani Brothers GOOD MORNING, BABYLON. 


But the viewer can always rent buy from many com- 
panies operating national level. Although video tech- 
nology needs improvement, particularly satisfactorily re- 
producing cinemascope formats, now have available 
vast amount material that would otherwise have remained 
unseen. Obviously, one should ideally see the film its 
original form. But this not ideal world and viewing 
film video least better than not seeing all. 


This section lists some video companies for the 
exhaustive. 


The American Federation Art Film/Video Pro- 
gram. East 65th Street, New York, 10021. 212-988- 
7700. Fax: 212-861-2487. 


This institution organizes services practical guide for mu- 
seum and university programs describing and illustrating film/ 
video exhibitions currently tour. The 1989 travelling exhibitions 
included AMERICAN DOCUMENTARY VIDEO: SUBJECT 
CHANGE; NEW VIDEO: JAPAN; NEW FEMINIST VIDEO; 
KENNETH ANGER'S MAGICK LANTERN CYCLE; and THE 
ORIGINALS: WOMEN ART. Among the Art Documentaries 
available for either sale rental Lutz 1987 Arts Coun- 
cil Great Britain and Channel Four work, VIVA FUTURISTA: 
ITALIAN FUTURISM 1908-44; and Carole Morrisseau's 1981 
Detroit Dance Company ballet production BUFFALO SOL- 
DIERS. 


Audio-Forum. the Green, Guildford, Connecti- 
cut, 06437. 800-243-1234. 
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Although this company specializes selling audio-cassettes 
current economics, foreign languages, history, religion, philoso- 
phy, the only surviving recording Virginia Woolf, also 
sells classic foreign films with English subtitles VHS video cas- 
sette. Examples include ASHES AND DIAMONDS ($49.95), 
BALLAD SOLDIER ($39.95), GARDEN THE FINZI- 
CONTINIS ($44.95), GERTRUD ($39.95), THE SEVEN SAMU- 
RAI ($49.95), SPIES ($44.95), and THREEPENNY OPERA 
($34.95). 


Balzac Video. Tag Gallagher, 1253 Tanager Lane, 
West Chester, 19382. 215-431-2171. 


Film scholar Gallagher sells many familiar titles “available 
from sharp originals for the first time." Among his public domain 
VHS/Beta titles are several works Roberto 
THE ($129.95), BLAISE PASCAL ($75.95), ERA 
NOTTE ROMA ($75.95), FEAR ($59.95), FRANCESCO 
GIULLARE DIO ($59.95),GERMANY YEAR ZERO ($59.95) 
PAISAN ($39.95), and VANINA VANINI ($59.95). Also availa- 
ble are ANATAHAN ($59.95), THE GOLDEN COACH ($59.95) 
and John Ford's 1917 STRAIGHT SHOOTING with three other 
shorts featuring Francis Ford ($59.95). "Thousands additional ti- 
tles are also available. Please inquire.” 


Barnes and Noble. 126 Fifth Avenue. New York, 
10011. 24-hour phone order: 201-767-7079. 


World's Largest sends catalogs out re- 
quest. sells VHS formats very reasonable rates such Hitch- 
cock's THE THIRTY-NINE STEPS, NUMBER SEVENTEEN, 
RICH AND STRANGE, MURDER, THE LODGER, SABO- 
TAGE, YOUNG AND INNOCENT, THE SECRET AGENT, and 
THE MAN WHO KNEW TOO MUCH (1934) $9.95 each. 
has frequent video clearances $14.95 Hitchcock's 50s 
works well varied items such MOROCCO, THE SCAR- 
LET LETTER (1934), AFAREWELL ARMS (1932) and Cha- 
plin's THE GOLD RUSH. Caialogs contain both U.S. classics and 
foreign films varying prices such THROUGH GLASS 
DARKLY ($29.95), ELENA AND HER MEN ($59.95), THE 
PAGNOL TRILOGY ($39.95 each), and Bergman's THE MAGIC 
FLUTE ($29.95). 


California Newsreel. 149 9th Street, San Francisco, 
94103. 415-621-6196. Fax: 415-621-6522. 


Specialist African and Afro-American subjects. non- 
profit, tax-exempt educational organization now its 21st year, 
concentrating developing expanding library films race 
the United States. 


Among its important highlights its 1989 multi-dimensional 
video curriculum series, BLACK AMERICA EMERGES. Narrat- 
Harry Belafonte, SHALL OVERCOME ($75 rental/ 
$250 sales) uncovers the diverse strands social history which 
flowed into the Civil Rights movement. THE ROAD BROWN 
available two versions (90/50 minutes). Each version sells for 
$295 and rents for $125 $75, depending which version re- 
quested. The prices other compilations vary. 


THE ROAD BROWN depicts the legal assault segre- 
gation which helped launch the Civil Rights movement. also 
contains long-overdue, moving tribute the little-known black 
lawyer, Charles Houston—"the man who killed Jim Crow." 


WILD WOMEN DON'T SING THE BLUES shows how the 
early 20th century economic and social transformation African- 
American life inspired the blues. Using dozens rare classic ren- 
ditions early blues, the film features Rainey, Bessie Smith, 
Ida Cox, Alberta Hunter, Ethel Waters and many other important 


female blues singers. MILES SMILES/ YEARS STRUG- 
GLE chronicles the inspiring story behind the organization the 
black trade union- the Brotherhood Sleeping Car Porters. 
ETHNIC NOTIONS the 1987 award-winning documentary trac- 
ing the evolution deeply rooted stereotypes fuelling anti-black 
propaganda. RACE AGAINST PRIME TIME (1985 continues 
the line ETHNIC NOTIONS' indictment scrutinizing the con- 
temporary media's continuing use stereotyping. 


New releases include Robbie TROUBLE BEHIND: 
CONFRONTING WHITE RACISM, probing seventy years 
small-town racism the seemingly typical U.S. small town 
Corbin, Kentucky; Karen JAMES BALDWIN: THE 
PRICE THE TICKET, documentary which the late author 
speaks being “born black, impoverished, gay and gifted”; 
three-part BERKELEY THE 60S compilation dealing with the 
important student protests which shaped generation and contain- 
ing archival footage Allen Ginsberg, Joan Baez, the Black Pan- 
thers, and Ronald Reagan; COLOR two-part 
examination television misrepresentation African Americans 
from AMOS ANDY THE COSBY SHOW; and the 1990 
Mali feminist film, FINZAN, story about two women steadfastly 
resisting patriarchal tribal traditions. During Fall 1990 California 
Newsreel released its LIBRARY AFRICAN CINEMA, appro- 
priately sub-titled SEEING AFRICA THROUGH AFRICAN 
EYES. This publishing” project aiming make African 
feature films widely available U.S. universities and public 
ies for the first time. 


Canyon Cinema. 2325 Third Street, Suite 338, San 
Francisco, 94107. 415-626-2255. VHS Format, unless 
otherwise mentioned. 


Canyon Cinema cooperative distribution cen- 
ter for independent filmmakers. Dating from 1961 when filmmak- 
ers projected films from Bruce kitchen window 
army surplus screen, Canyon Cinema reflected the work late 50s 
West Coast independents. The cooperative officially began 
1966, owned and operated filmmakers. depositing film, 
anyone could become member. Films were then owned and dis- 
tributed equal basis. 


Their excellent catalog available $13. Among the films 
available video are Les WERNER HERZOG EATS 
HIS SHOE ($89.95); and BURDEN DREAMS ($119.95); 
special $30 VHS package Karl Cohen's work containing 
SPEAK UP: UNCLE SAM HARD HEARING; SIDEREAL 
PASSAGE, and ADIOS AMERICA; Robert WILDER- 
NESS; COUNTRY THE MIND ($40); Silvianno Gold- 
ORPHEUS UNDERGROUND ($150) and NIGHTCLUB 
MEMORIES HAVANA QUEEN'S ($50); Albert 
AURELIA (3/4" $30 rental); Elizabeth Sher $45 shorts package 
(JUGGLING; BEAT IT; TRAINING); Chick ELASTICI- 
(3/4"/VHS/Beta $50 sale and SOFT FICTION (3/4"/VHS/ 
Beta $100). 


Video packages are available other filmmakers such 
Bruce Baillie, Wendy Blair, Bruce Connor (prices vary). Canyon 
also distributes the work Amy Greenfield, Barbara Hammer, 
Chuck Kleinhans (POSTCARDS FROM NICARAGUA); Julia 
Lesage, George Kuchar and Michael Mullin. 


Captain Bijou. Box 87, Toney 35733. VHS 
and Beta. 1-205-852-0198. Prices vary. 


This company issues quarterly catalogue for $10/yr. spe- 
cializes classics such Westerns, Action/Adventure, Teen Pics, 
Animation, Foreign, War, Serials, Documentaries, Music Videos, 
Science Fiction, etc. with generous selection titles. interest 


its classic television section. For 
those reading special television issues 
journals such Camera Obscura 
and feeling frustrated lack access 
relevant archives, Captain Bijou of- 
fers relief. The company supplies lim- 
ited selections such classics from 
the Golden Age such the CLI- 
MAX series (including CASINO 
ROYALE with Barry Nelson the 
first James Bond), FORD THEATER, 
YOUR SHOW SHOWS, STUDIO 
ONE, MAMA, OZZIE AND HAR- 
RIET, MOLLY, G.E. THEATER, 
THE RANGE RIDER, SEA HUNT, 
LAWAMAN, and COMBAT! The 
company also sells many classic col- 
lectible items such autographs, pos- 
ters, original movie and scripts from 
William Whitney’s personal collection, 
comic books, and old movie maga- 
zines. 


The Center for Cuban 
Studies. 124 West 23rd Street, 
New York, 10011. 212-242- 
0559. 


Their catalog contains videos 
well books, magazines, posters, tapes and records dealing with 
various aspects Cuban society. The Center lists several videos 
intended for home library use All films are $90 librar- 
ies, $70 non-CCS members and $55 CCS members except 
noted. All videos are Spanish with English subtitles unless oth- 
erwise noted. Available VHS Beta. The recent catalog lists 
twenty-eight titles including features and documentaries. 


Features include AVENTURAS JUAN QUIN 
QUIN (1967), Sara Gomez's CIERTA MANERA (1974), 
Diaz's LEJANIA (1985), Solas's LUCIA (1968), DEATH 
MENT (1968) and THE LAST SUPPER (1976), Giral's THE 
OTHER FRANCISCO (1974), and RETRATO TERE- 
(1979). 


Documentaries are $80, $55, and $55 CCS members. They 
include works various interest concerning Cuban life such 
DOCUMENTALES SOBRE CHE GUEVARA, DOCUMEN- 
TARIES (including 1983 work, ORACION, which juxta- 
poses Marilyn Monroe's life and death with political events, the 
tragedy and poverty Latin America narrated Er- 
nesto Cardenal's Prayer for Marilyn Monroe"), and sever- 
films about Cuban music. 


The Center also distributes tapes from programs which origi- 
nally appeared Cuban television. prepares quarterly lists 
new tapes for those interested. Unless otherwise noted, prices are 
$65/$55/$45. The recent catalog contains programs Cuban mu- 
sicians, poets, painters and jazz pianists, hour-long interview 
with Fidel Castro Che Guevara, and six-hour two-tape set con- 
taining all eleven programs aired 1987 exposing CIA activities 
Cuba. 


The Cinema Guild Film and Video Catalog. 1697 
Broadway, New York. 10019. 212-246-5522. Fax: 
212-246-5525. VHS, Beta and 3/4". Sales and rental. Pric- 
vary. 

For those rightly critical reading the United 


World Newsreel 


THE PASSION REMEMBRANCE (Sankofa, 1986), dist. Third 


States, the Cinema Guild selection must. contains important 
works concerning the real issues facing the U.S.A today. One 
the leading distributors independently produced films and 
video, Cinema Guild offers producers full distribution services 
all markets whether theatrical, semi-theatrical, non-theatrical, tele- 
vision and homevideo. 


Its excellent catalog contains comprehensive documentary 
sections the following subjects—African Studies, Asian Stud- 
ies, the Arts, Chicano Studies, Criminal Justice, Drama/ Entertain- 
ment, Economics, Environmental Studies, Family Relations, Histo- 
ry, Human Sexuality, Journalism, Language Arts, Latin American 
Studies, Management Studies, Native American Studies, Photogra- 
phy, Political Science, Psychology, Puerto Rican Studies, Religion, 
Science, Sociology, Urban Studies, and Women's Studies. Each 
section has material special interest JUMP CUT readers con- 
taining many award winning film and video titles. 


Among the many important works are Victoria Schultz's 
(1986) documentary the rise the religious right—HOLY 
TERROR; Barbara 1986 ARE WINNING MOM- 
MY? AMERICA AND THE COLD WAR, the critically acclaimed 
documentary series produced the Better World Society, PRO- 
TECTING THE GLOBAL ENVIRONMENT; the nine-part (1974) 
THE HISTORY BOOK; BEFORE STONEWALL; THE FLAP- 
PER STORY; and THE STORY CHAIM RUMKOWSKI 
AND THE JEWS LODZ. 


10. Cinemacabre Video. Box 10005-J, Baltimore 
21285-0005. phone. VHS only. Sales. 


Collector George Stover aims provide rare material 
Scotch Scotch EG+ tape. Specializes genre trailer tapes 
primarily covering sci-fi horror, well miscellaneous collec- 
tions often featuring personalities such John Wayne, Frank Sina- 
Sylvester Stallone doing public service announcements. Cat- 
alogue available $1, refundable with order. Want lists 
welcomed. 
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addition genre specialities, Cinemacabre offers classsic 
collections containing 50s quiz and adventure shows, often in- 
cluding commercials. Among other interesting offerings are the 
1907 Kalem BEN HUR (10 min.), DANTE’S INFERNO (1924), 
surviving footage Lon Chaney senior’s THE ROAD MAN- 
DALAY (1926), and Furie’s THE SNAKE WOMAN (1961). 


11. Cimevista Video Collection. 353 West 39th Street, 
New York 10018. 212-947-4373. Fax: 212-947-0644. 


This company sells recent European/Latin American videos 
currently priced $79.95. Releases include CARAVAGGIO, 
TAXI ZUM KLO, L'HOMME BLESSE, GLASS CAGE, 
DONA HERLINDA AND HER SON, IMPROPER CONDUCT, 
MAN LIKE EVA, and Almodovar's MATADOR, LAW AND DE- 
SIRE, WHAT HAVE DONE DESERVE THIS? and DARK 
HABITS. 


12. Corinth Video. Gansevoort Street, New York, 
10014. 800-221-7720. 


This the same company the 16mm distribution company 
now offering programs for sale both video (VHS and Beta for- 
mats) and videodisc. Prices vary. 


Video titles include ACCIDENT ($59.95), AFTER THE RE- 
HEARSAL ($59.95), AGUIRRE, WRATH GOD ($49.95), 
ALEXANDER NEVSKY ($39.95), ALL THE KING'S MEN 
($59.95), FEAST ($79.95), THE CLOCKMAKER 
($69.95) and many others. Listings also include dance, opera 
(some available only laserdisc), television programs (twelve 
volumes MONTY PYTHON $34.95 each and FAWLTY 
TOWERS 1-4 $39.95 each), theater productions, and BBC 
productions such Dickens, Jane Austen, and Charlotte Bronte 
adaptations (variously priced). 


13. Contal International Inc. 1170 Broadway, Suite 
710, New York, 10001. 212-779-8334. 


This company exclusive distributor Polish videocas- 
settes (VHS, NTSC) the United States and Canada. offers 
wide selection the best Polish movies, Polish with English 
subtitles, cartoons, documentaries, cabaret programs and theater 
performances. Definitely for those who wish extend their knowl- 
edge Polish films beyond Wajda, the recent catalog offers work 
for sale made between 1974-87 varying from $29.95 $38.00. 


14. Discount Video Tapes. 833 “A” “N” Hollywood 
Way, Box 7122. Burbank 91510. 818-843-3366. 
Fax: 818-843-3821. Sales and rentals (any titles catalog 
$35 for two weeks). 


This company offers wide selection ranging from European 
Art (Lang, Dreyer, Pagnol, etc.), DICK TRACY episodes, 
movie serials prices ranging from $19.95 $59.95. 
Special attention should given their “Black Artists the Sil- 
ver Screen” collection containing films directed Oscar Mi- 
cheaux and works starring Paul Robeson, Nina Mae McKinnney, 
Spencer Williams, Lena Home, and Cab Calloway. Also available 
are Video Scrapbooks Jimi Hendrix outtakes, History 
Color Silent Films, and Sex Education Films the 40s. 


15. Drift Distribution. Warren Street, #5, New 
York, 10007-1057. 212-766-3713. Fax: 212-766-3773. 
VHS sales only. Prices vary. 


Like Women Make Movies, Third World Newsreel, Canyon 
Cinema, Cinema Guild, and the Video Data Bank, this newly 
formed company aims distributing non-mainstream films and 
videos aiming specific constituencies and institutions. 


Among the listed works are Georges THE DEAD- 
MAN; the anti-Freudian BELLADONNA focusing the 
parental power; the Irish produced series terrorism, 
COUNTERTERROR; Steve Fagin's THE AMAZING VOYAGE 
GUSTAVE FLAUBERT AND RAYMOND VIR- 
TUAL PLAY: THE DOUBLE DIRECT MONKEY WRENCH 
MACHINERY; and his four episode mini-series, THE 
MACHINE THAT KILLED BAD PEOPLE; Sherry Millner and 
process, OUT THE MOUTH BABES; and Julie Zando's 
video series exploring women's struggle represent their lives— 
THE BUS STOPS HERE; PLAY PRISONERS; and THE 
HA! EXPERIENCE. The company also list package both 
16mm and super SELECTIONS FROM THE FIRST THREE 
YEARS THE LESBIAN GAY EXPERIMENTAL FILM FES- 
TIVAL, 1987-1989, which should hopefully soon available 
video. 


16. Ergo Media Inc. P.0. Box 2037, Teaneck 
0766. 201-692-0404. 


This company specializes Israeli cinema and Yiddish lan- 
guage classics selling $79.95 each. The twelve film titles the 
series include documentaries about the early histo- 
foundation, and contemporary life the Israeli state. Ail but 
the English-language HILL ANSWER are Israeli- 
directed and are multi-lingual Hebrew with English subtitles. 


Yiddish classics include YIDL MITN FIDL/ YIDL WITH 
FIDDLE (1936), DER PURIMSHPILER/ THE JESTER(1937), 
LITTLE MOTHER (1938) and BRIVELE DER 
LETTER MOTHER (1938). Produced during the 
pre-World War era the "Golden Age Yiddish cinema," 
these films are our only record vanished culture. Restored and 
revitalized, they provide novel look Eastern European life, 
with performances many the great talents the Yiddish 
stage. All films are Yiddish with English subtitles. Produced 
Poland, they were shot location Polish-born director, 
Joseph Green. 


VILNER SHTOT KHAZN/OVERTURE GLOR Ywas 
shot the United States 1940. Directed Max Nosseck, 
simulated East European setting and provided vehicle for the 
rich cantorial voice Moishe Oysher. With the exception 
YIDL MITN FIDL ($89.95) all sell $79.95. 


17. Facets Video. 1517 Fullerton Avenue, Chicago. 
60614. Video rental hours are a.m p.m Mondays 
through Saturdays, noon p.m. Sundays. Outside 
linois toil free number: 800-331-6197, a.m. 6.pm Cen- 
tral Standard Time. Inside Illinois: 281-9075. 


One the major mail order video rental/sales companies 
North America. VHS format only. rent videos other than 
person one must member the Facets Cinematheque $20 
Basic $100 Critics membership. The Basic membership allows 
one two free video- by-mail rentals while the Critics membership 
allows twelve free video-by-mail rentals. After free rentals are 
used up, video rentals are $15 per tape. This includes the shipping 
the video. The member pays the return postage. 


stock enormous, and the vast majority 
available for rental and sale. Facets distributes large catalog eve- 
year, priced $4, containing some two hundred and forty two 
pages. The company updates the list with monthly supplements. 
Chances are that you are looking for something, Facets one 
the major places which will have it, depending availability un- 
less the video out print available either rental sales 
basis only. 


This comprehensive collection includes material from nation- 
cinemas (Polish, Czech, U.S. Classics, Recent U.S. Cinema, 
British Cinema: Present and Past, German, Hungarian, Dutch, Bra- 
zilian, Japanese, Hispanic, Scandinavian, Russian, etc.), 
Works, Very Special category containing titles such Hui's 
1972 Chinese BREAKING WITH OLD IDEAS, the U.S. Yiddish 
1940 ELI ELI, Various Genres, Elvis, Visual Arts, Educational, In- 
structional, Nature, Documentary, Experimental, and Literature 
(Jacques Prévert, Isabel Allende, Jean Genet, Joseph Heller, Jorge 
Luis Borges, and Toni Morrison interviews etc). 


18. The Fang. Box 804, Flushing 11375. All 
titles available VHS, Beta, super-Beta, generally 
priced $15. 


the name suggest, the catalogue supplies horror classics, 
but also comedy classics and trailers. Notable are large selection 
“Juvenile Delinquent, Hot Rod, Bad Girl, and Related Materi- 
al,” covering the early 1958 work Jack Nicholson (CRY BABY 
KILLER) and once prominent generic icons such Cleo Moore, 
Lori Nelson, and Mamie Van Doren. must for sociologists and 
readers Thomas Doherty’s book, Teen Pics and Teenagers. 


19. Festival Films. 2841 Irving Ave. South Minneapo- 
lis, 55408. Orders: 1-800-798-6083. 
Fax: 612-874-8520. VHS only. Prices vary. 


Festival Films offers varied selection European, docu- 
mentaries, silent, and avant-garde. They offer several interesting 
selections longer available 16mm. Among them are Powell 
and Pressburger’s ACANTERBURY TALE (1944), KNOW 
WHERE I’M GOING (1945), and THE SMALL BACK ROOM 
(1949), respectively priced $59.95 for the first two and $39.95 
for the last. The company also offers laserdisc collection. 


20. Films for the Humanities and Sciences. P.0. Box 
2053, Princeton, 08543-2053. 800-257-5126 609- 
452-1128 EST. VHS and Beta Formats. Purchase rental. 


The Classical Drama section includes The National Theatre 
Great ORESTEIA production with Diana Rigg Clytem- 
nestra and THE THEBAN PLAYS. Other classifica- 
tions include THE THEATRE—STAGING CLASSICAL TRAG- 
EDY; STAGING CLASSICAL COMEDY; 
THEATRICAL INNOVATORS—STANISLAVSKY; CHEK- 
HOV; BRECHT; SARAH BERNHARDT, and LORRAINE 
HANSBURY (all $89.95 each); and HISTORY THE DRA- 
FROM THE RISE GREEK TRAGEDY CONTEM- 
PORARY THEATRE. 


21. Grapevine Video. Box 46121. Phoenix 
85063. Sales. VHS and Beta. 602-245-0201. 


This company specializes silent and early sound films 
cooperation with collectors who have decided share their treas- 
ures. Its videos are recorded directly from the best film prints avail- 
able high resolution masters and then recorded VHS-SP 
and Beta II. slow-speed recordings. Prices vary according in- 
dividual items from low $14.95 high $29.95. Among 
the many titles are selected works D.W. Griffith, Fatty Arbuck- 
le, Hoot Gibson, Tom Mix, Gloria Swanson, Rudolph Valentino, 
Mabel Normand, and White. For those interested investi- 
gating early U.S. film history, there are many key works such 
Lois Weber’s 1921 THE BLOT, Ince’s 1919 Red Scare production 
DANGEROUS HOURS Theda Bara’s 1914 FOOL THERE 
WAS, the original 1914 version THE 
clips from DeMille’s THE SQUAW MAN, Maurice Tourneau’s 
1917 TRILBY, the 1914 Italian version SPARTACUS—with 
clips form the 1910 short UNCLE TOM’S CABIN, and serials 
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such the edited version Pearl White’s 1914 THE PERILS 
PAULINE, and Francis Ford’s THE MYSTERY and OFIC- 
444. 


22. Home Film Festival. Box 2032. 
18501. 800-258 FILM. PA: 800-653 FILM. 


Specializes videocassette VHS/Beta rentals mail. Spe- 
cial offer membership $25 for first year and $10 for annual re- 
newal. This includes one free rental. Rental fees are for one cas- 
sette, for two, and $13 for three cassettes ordered and shipped 
the same time. You keep the movies for three nights from the time 
you receive them. 


The film list includes classic foreign, recent foreign, Holly- 
wood classics, best Hollywood/limited release features, perfor- 
mance, children's tapes, documentaries, U.S. independents, and 
cult favorites. 


23. Insight Media. 121 West 85th Street, New York, 
10024. 800-233-9910. 212-721-6316. 9.30-5.30 EST. 
VHS format only. Sales. 


Specializes Drama and Shakespeare Video. The catalog 
includes feature and documentary films the following catego- 
ries—Pre 19th Century category has Richard 1967 DR. 
FAUSTUS ($89); the Harry Bauer/Louis Jouvet 1939 VOLPONE 
($79) and the 1965 BBC production SCHOOL FOR SCAN- 
DAL. 19th Century category contains the 1973 respective film ver- 
sions HOUSE with Jane Fonda and Claire Bloom 
($79; $99); 1950 MISS JULIE ($49) and Anthony Bur- 
1984 Royal Shakespeare Company production CYRANO 
BERGERAC ($69). 


20th Century American category includes various film, thea- 
ter, and versions the works Eugene O'Neill, Tenessee Wil- 
liams, Clifford Odets, Maxwell Anderson, Lillian Hellman, Arthur 
Miller, William Inge, Thornton Wilder, Edward Albee, and James 
Goldman. Other categories include Musical Theater, Contempo- 
rary (TRUE WEST, AMADEUS), and Theater History. 


The last are programs produced the BBC. Each seg- 
ment consists major sections from dramatic work enhanced 
commentary, documentary footage, views from behind the scenes 
and discussions between actors and directors. Various titles include 
THE WAY THE WORLD; MISS JULIE; THE WILD DUCK; 
and THE GHOST SONATA. The 20th Century Acting division in- 
cludes videos Marcel Marceau ($79) and James Earl Jones 
Paul Robeson ($69). 


2A. Interama Video Classics. 301 West 53rd Street, 
Suite 19E, New York, 10019. 212-977-4830. Fax: 
212-581-6582. 


Rental/Sales videos from the "Masters French Cinema, 
all their original uncut versions, with English New re- 
leases include Demy's LOLA, plus two critically-acclaimed fea- 
ture-length documentaries, SIMONE BEAUVOIR SAR- 
TRE HIMSELF. 


25. International Historic Films. Box 29035. Chi- 
cago 60629. 312-927-2900. Sales only. All films availa- 
ble Beta and VHS formats NTSC and PAL. 
and U-Matic also available. Prices range from $19.95 
$49.95. 


Specializes features and documentaries from this century’s 
major wars. Relevant works include pre-WWII German films 
(TAG DER FREIHEIT), Leni Riefenstahl, German docu- 
mentares (SIEG Afrika Korps films and Allied 
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works such the WHY FIGHT series, John Ford’s THE 
BATTLE MIDWAY, Soviet documentaries (THE RED 
ARMY, THE FALL BERLIN) and material concerning Viet- 
nam—IN THE YEAR THE PIG and THE WAR HOME. 
Certain features like OHM KRUGER, HITLERJUNGE QUEX, 
and DER GROSSE KONIG are the German version only but are 
usually supplemented with useful reading material. Also featured 
are items such RONALD REAGAN—IDENTIFICATION 
THE JAPANESE ZERO (1942) where the young Gipper “mistakes 
friend’s P-40 for Japanese Zero and tries shoot down” and 
Cold War documentaries including COMMUNIST TARGET: 
YOUTH (1962) narrated Robert Kennedy. With its excellent 
offerings, this company provides valuable historical material. 


26. Japanese Society Through Film. Japan Fiim Cen- 
ter. Japan Society. 333 47th St. NYC. 10017. 212-715- 
1230. For members, each module costs $200; for non mem- 
bers, $225. 


VHS modules using some the finest examples Japanese 
theatrical films supplemented with written materials leading ex- 
perts Japanese cinema and society. Each module includes three 
full-length theatrical films selected both for cinematic value and 
for the light shed important aspects Japanese history, culture 
and society. For example, CHILDHOOD AND EDUCATION 
JAPAN includes Ichikawa’s BEING TWO ISN’T EASY (1962), 
Ozu’s OHAYO (1959), and Kinoshita’s TWENTY FOUR EYES 
(1954); the teaching guide contains essays sociology professor 
Merry White and cinema professor David Desser, and has discus- 
sion questions and selected bibliography. JAPANESE SOCIETY 
THROUGH FILM contains EARLY SUMMER (1951), Na- 
MOTHER (1952), and Morita’s black comedy FAMILY 
GAME (1983); the teaching guide has essays Theodore 
C.Bestor and Donald Richie. JAPANESE LITERATURE 
FILM contains Shinoda’s DOUBLE SUICIDE (1969), Teshigaha- 
THE FACE ANOTHER (1966) and Toyida’s SNOW 
COUNTRY (1957), with written material Thomas Rimer and 
Keiko McDonald. 


27. Kino Video. 333 West 39th Street, New York, 
10018. 212-629-6880. Sales only. 


Currently promoting the "Kino Video Collectors Edition" 
restored silent classics. Each film has been specially mastered 
one inch tape stock from 35mm prints. “It from these masters 
that release tapes are struck directly." Titles include Von Stro- 
FOOLISH WIVES (1922) and QUEEN KELLY (1928), 
THE OUTLAW AND HIS WIFE (1917), Julian's 
PHANTOM THE OPERA (1925), THE GENERAL 
(1927), SPIDERS (1919) and METROPOLIS (1927) minus 
recent score, Chaplin's 1915 Essanay two-reel shorts— 
THE BANK, SHANGHAIED, NIGHT THE SHOW, 
Wiene's THE CABINET DR. CALIGARI (1919), and Walsh's 
SADIE THOMPSON (1928). All are priced $29.95. 


Kino’s Red Silents: Visions Workers’ State series 
ten silent Soviet classics newly mastered from archival material, 
mostly long unavailble 16mm prints. They include 
AELITA: QUEEN MARS (1924), Eisenstein’s STRIKE 
(1925), Zhelyabushzky’s THE CIGARETTE GIRL MOSSEL- 
PROM Kuleshov’s THE EXTRAORDINARY ADVENTURES 
MR. WEST THE LAND THE BOLSHEVIKS (all 
1924),Pudovkin’s THE END ST. PETERSBURG, Esther 
Shub’s THE FALL THE ROMANOV DYNASTY, Boris Bar- 
net’s THE GIRL WITH THE HAT (all 1927), 
EARTH (1930), Medvedkin’s HAPPINESS and Vertov’s THREE 
SONGS LENIN (both 1934). While welcome finally 
see those great Soviet classic works Shub and Vertov, also 


nating the contemporary tradition popular with audi- 
ences the 20s. The Hollywood-influenced works and 
Zhelyabushsky, highly popular with Soviet audiences, provide 
interesting contrast films usually thought representative 20s 
Russia. However, Medvedkin’s HAPPINESS undoubtedly the 
most anarchic and innovataive all works this comic tradition. 
Its slapstick based Russian folklore and extends into the 30s 
slyly spoofing Soviet values. great favorite Eisenstein’s. 


The company also distributes collection, vari- 
ously priced between $69.95 and $79.95, which includes the 1985 
Brazilian HOUR THE STAR; the 1981 German/Nicaraguan 
THE UPRISING; Hungarian director Marta Meszaros's THE GIRL 
(1968), RIDDANCE (1973) and ADOPTION (1975); the 1982 
Turkish THE HORSE; and the Belgium/French 1987 co- 
production, WEDDING GALILEE. Other attractions include 
films filmmaking such LULU BERLIN (1985), THE 
MAKING FANNY AND ALEXANDER (1985), and JOHN 
HUSTON AND THE DUBLINERS (1988)—all priced $59.95. 
Two reissued classic silents, both remastered “using variable speed 
projection match the original hand-cranked camera” are Pas- 
trone’s CABIRIA (1914) and Griffith’s INTOLERANCE. Comple- 
menting the Red Silents the Japanese Collection comprising Ina- 
mura’s KARAYUKI-SAN (1975), VENGEANCE MINE 
(1979), (1981), and BALLAD NARAYAMA 
(1983). Finally, the company offers two newly rediscovered 
French classics starring black U.S. entertainer Josephine Baker— 
ZOU ZOU and PRINCESS TAM TAM—at $59.95 each $99.95 
together. 


28. Kultur. 121 Highway 36. West Long Branch 
07764. 800-4-KULTUR. 908-229-2343. Sales only. Per- 
forming arts—opera, ballet, ballet docuemntary, dance, mu- 
sic instruction, and jazz. Prices from $29.95 $59.95, de- 
pending length performance. 


Examples include the MARIA CALLAS HAMBURG CON- 
CERTS, LUCIANO PAVAROTTI GALA CONCERT, the Austra- 
lian Opera Series THE MAGIC FLUTE, TOSCA, LUCIA 
LAMMERMOOR, and THE DAUGHTER THE REGIMENT, 
Russian Opera Film Classics such PRINCE IGOR, EUGENE 
ONEGIN, THE TSAR’S BRIDE, and THE QUEEN SPADES, 
and epic works such the 600 min. THE LIFE VERDI and 
Tony Palmer’s WAGNER: THE COMPLETE EPIC, with Richard 
Burton (both $125). Also interest four part set WHO’S 
AFRAID OPERA? with Joan Sutherland and magical puppet 
friends designed introduce children opera. 


29. KVC Home Video. 7225 Woodland Drive, 
Box 68881, Indianapolis, 46268-0881. 800-331-1387. 
Indiana residents call 800-523-1387 between a.m. and 
p.m. EST, Monday through Friday. 


Less high-powered and specialist than others but nice listing 
recent release feature films, special interest, children's, and col- 
lectible classics all for sale VHS $19.95. Titles include THE 
PEANUTS COLLECTION (ten $14.95 each), EXTREMITIES, 
NAME NOBODY, THE FAR COUNTRY, THE HIRED 
HAND, THE PHANTOM THE OPERA, THE MAN FROM 
THE ALAMO, and three W.C. Fields GIFT 
(2934), YOU CAN'T CHEAT HONEST MAN and NEVER 


‘GIVE SUCKER EVEN BREAK (1941). 


30. Video. Box 415, Carmel 46032 


All sales VHS-SP, Hi-Fi, $11.95 unless otherwise noted. 
Titles believed the public domain. Various little gems such 
SHE (1925), THE STUDENT PRAGUE (1913), WARN- 
ING SHADOWS (1923), Murnau’s SCHLOSS VOGELOD 


(1923), and episodes the 1954 
JONES, SPACE RANG- 
ER. Also clips fro the 1910 FRANKEN- 
STEIN, and Melies and Keaton shorts 
and 1951 Bela Lugosi interview “LS 
Video Floor Sweepings” 


31. Mondo Video. 1544 Big 
Spring Cir.Cookeville, 38501. 
All videos $19.95 unless noted 
catalog. 


Despite specializing European 
horror, especially the works Argento, 
Franco and Fuici, current listings also 
contain Bufiuel (DIARY CHAM- 
BERMAID, VIRIDIANA, BELLE 
JOUR, THE MILKY WAY), Peter 
Greenaway ZED AND TWO 
NOUGHTS, BATHROOMS), Robert 
Bresson (UNE FEMME DOUCE, THE 
DEVIL PROBABLY, 
Marco Ferreri and generous samples 
Pasolini, including SALO. Most Ken 
Russell’s early 60s best work for BBC- 
still remains sadly unavailable but 
Mondo offers DANTE’S INFERNO, 
with Oliver Reed Dante Gabriel Ros- 
setti, and DUNCAN, well 
later productions from the 80s such 
CLOUDS GLORY, with David Hemmings Coleridge, 
and THE PLANETS. 


32. Movies Unlimited. 6736 Castor Avenue, Philadel- 
phia, 19149. 800-523-0823, hr. day. Fax: 215-725- 
3683. PA: 215-722-8298, a.m. p.m. M-F. Sales only. 
Recent 652 page catalog available $7.95. Contains both 
video and laserdisc offerings. 


Like Facets, this one the most comprehensive video 
firms available, worth following for their various reduced prices. 
Space prohibits the listing their vast amount material. Sec- 
tions range from Action and Adventure, Comedy, Concerts/ Music 
Video, Cult Classics, Documentary, Drama, Family, Foreign, His- 
toric and War, Horror, Martial Arts Lessons, Movie Serials, Musi- 
cals, Mystery and Suspense, Performing Arts, Religious, Science 
Fiction and Fantasy, Silents, Sports, Television, Westerns, Soft 
Adult (soft porn, male strippers and gay male). 


You name it, and you'll most likely find it, often much 
better price than from other video companies. This catalog 
must especially you are thinking building your depart- 
ment's film library video. Here are some examples; Erich von 
Stroheim's oft-quoted performance the 1918 “beastly Hun” mo- 
vie, THE HEART HUMANITY sale for $49.95; Derek 
independent British movie, THE LAST ENGLAND 
(1987) sells for $29.95. 


special laserdisc section includes titles such 1900; 
STREET; ALIEN; ALIENS; BATTLE ALGIERS; BROKEN 
BLOSSOMS; COUSIN, COUSINE; THE RIGHT THING; 
DORADO; FIRST NAME: CARMEN; THE GOOD, THE BAD 
AND THE UGLY; JULIET THE SPIRITS; THE LAVENDER 
HILL MOB; THE MAN THE WHITE SUIT; SALAAM BOM- 
BAY; SHOCK CORRIDOR; SYLVIA SCARLET; and SWEDEN- 
HIELMS various prices from $29.95 $49.95. 


33. Mypheduh Films. St. NE, Washington 
20002. 212-529-0220 


WEND KUNI (GOD’S GIFT, Gaston Kaboré, 1982), 
dist. California Newsreel 


Already having fine reputation distributor African 
and African American cinema, also releasing video 
versions works such Hailie Gerima’s ASHES AND EM- 
BERS. Their current selection work from Mozambique, Came- 
roon, Guinea, Tunisia, and Mauritania should available video 
soon not already. 


34. Mystic Fire Video. Box 9323, Dept C., South 
Burlington, Vermont, 05403. 800-727-8433. Sales only 


Offerings include James Joyce adaptations PORTRAIT 
THE ARTIST YOUNG MAN and ULYSSES (both $29.95), 
the four part PBS documentary about Indonesia—RING FIRE 
(all parts $29.95 each) and the Bill Moyers PBS six part JOSEPH 
CAMPBELL—THE POWER MYTH (the whole set for 
$149.95). They also distribute the films many key members 
the New American Cinema, including Maya Deren, Kenneth An- 
ger, and Harry Smith, addition Stan Brakhage’s DOG STAR 
MAN. 


35. National Video Resources. Spring St, #606, 
NYC 10012. 212-274-8080. fax: 212-274-8081. 


Supported the Rockefeller Foundation, National Video Re- 
source aims increase public awareness independent media 
production and its availabiltiy does not act distributor itself 
but aims being laboratory for independent distribution, seeking 
and initiating projects that will open new permanent channels 
distribution and increase public access such work. Among its 
supported projects are The Environmental Video Collection, Africa 
through African Eyes, and Home Screenings, the last supporting 
the Minneapolis Walker Art Center establishing model video 
rental shop independent and multicultural work within the mu- 
seum shop for members only. 


36. New Day Films. 121 West 27th Street, Suite 902, 
New York, 10001. 212-645-8210. Fax:.212-645-8652. 
VHS, Beta and 3/4". Different rates for sales and rentals. 


JUMP CUT no. 105 
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New Day Films co-operative distribution company in- 
dependent producers specializing social issue films and videos. 
Their award winning collection explores themes gender and so- 
cialization, health and environment, young adulthood, parenting 
and the family, cultural studies, U.S. labor and social history, men 
and women transition, community experiences and international 
concerns. 


Among works offer are HUNGRY FOR PROFIT, expo- 
world hunger caused agrobusiness; NOT ENTER: 
THE VISA WAR AGAINST IDEAS; ALL UNDER HEAVEN: 
LIFE CHINESE VILLAGE; HOME: THE LANGSTON 
TERRACE DWELLINGS; Tony Buba's VOICES FROM 
STEELTOWN; Jim Klein and Julia Reichert's SEEING RED and 
UNION MAIDS. New Day also distributes several Kartemquin 
Collective works such WOMEN'S VOICES: THE GENDER 
GAP MOVIE, THE LAST PULLMAN CAR, and the TAYLOR 
CHAIN union documentaries. 


include THE CHICAGO MATERNI- 
CENTER STORY and Claudia Weill and Shirley 
THE OTHER HALF THE SKY: CHINA MEMOIR. 
Among the company's new releases are CHILDREN THE 
LEFT, documentary about children Communists 50s United 
States: FINDING OUR WAY: MEN TALK ABOUT THEIR SEX- 
UALITY; and THE RIGHT MOHAWK. 


37. New York Film Annex. 163 Joralemon ST, #1282, 
Brooklyn, NY, 11201. 718-499-1621. VHS and Beta. 
Prices vary 


Contains vast selection classic U.S. and international fea- 
tures well documentary, experimental, avant-garde, comedy, 
camp, African American, and detective thrillers. the 1991 cata- 
logue are HUNGER ($50), the DIVINE documentary ($40), the 
1941 British/Australian 40,000 HORSEMEN ($30), two 
50s noir and C-MAN ($25), and 
Rossellini’s THE RISE POWER LOUIS XIV and FRAN- 
CESCO GUILLARE DIO (both $40). 


38. Nostalgia Family Video. Box 606. Baker City 
97814. 503-523-9034. VHS only. $19.95 each. 


Silent and sound classics, the silent with musical accompani- 
ment. Categories include Black Artists, Cartoons, Historic and 
War, Juvenile Delinquent, Serials, Westerns, and Classic TV. Al- 
though the catalog initially appears duplicate items offer else- 
where, closer investigation reveals many rarities. Among them are 
John Baxter’s warmly sentimental depiction British working 
class life, THE COMMON TOUCH, and his adaptation Green- 
wood’s LOVE THE DOLE (both 1941), Michaael 
EDGE THE WORLD (1937), the Argyle British production 
Jack London’s sea-narrative THE MUTINY THE ELSINORE 
(1937), Ealing’s THE FOREMAN WENT FRANCE (1942), 
JOHNNY FRENCHMAN (1946), and AGAINST THE WIND 
(1947). Also THE LITTLE AMERICAN (1917) and generous 
sampling Lon Chaney Sr. Silents such MOCKERY and 
TELL THE MARINES (both 1926). 


39. Promotions Plus. 800-338-7710. 312-532-2050 
CST. VHS and Beta. Specializes distributing THE VIET- 
NAM EXPERIENCE VIDEO. All videos priced 
$29.95. 


Copies include TIME THE LOCUST (an award-winning 
compilation utilizing footage from numerous sources, including 
suppressed footage shot Japanese crew); THE SECRET 
AGENT (documentary about Agent Orange); THE WAR 
HOME (concentrating antiwar political activities students 


the University Wisconsin Madison), and Emile Antonio's 
THE YEAR THE PIG. The company also distributes the 
Emmy-award-winning, four part, VIETNAM: TELEVISION 
HISTORY. 


40. Polyglot Productions. P.0. Box 688, Cambridge, 
02238-0668. 617-4913541. VHS and Beta depending 
upon availability. Sales and/or rental. 


This company specializes French 
film and productions whenever available, particularly mint ver- 
sions classic films usually circulating poor quality versions. 
Examples include Renoir's THE LOWER DEPTHS; Clouzot's 
THE RAVEN; and DIARY COUNTRY PRIEST 
(all, rental $23, sales $59.95). Also distributes the 1984 three-part 
French WWI documentary MORT MONUMENTALE 
($20; $59 each part) well videos covering Children; Quebec 
documentaries, cinema and productions, French and Haitian 
music videos; and the six-part history Quebec music from 1930 
the present UNE CHANSON. 


41. Prestige Film and Video Catalog. Prestige Film 
Corporation. 48th Street, Suite 1601, New York, 
10017. 212-888-2622. VHS sales, usually $75. 


Catalog includes many titles now film and video: TAXI 
ZUM KLO; TIME STANDS STILL; OUTRAGEOUS; STATE 
SIEGE; PADRE PADRONE; IPHIGENIA; DISTANT THUN- 
DER; PROVIDENCE; HARLAN COUNTY U.S.A; RAMPARTS 
CLAY; COUP GRACE; MARJOE; FAMILY LIFE; 
TRIAL THE CATONSVILLE NINE; and Derek SE- 
BASTIANE. 


For those search rare titles from 40s British Cinema, the 
Arthur Rank Collection extremely welcome. Among the titles 
available video are CARAVAN, the original version THE 
WICKED LADY; and FAME THE SPUR—Roy 
1946 work about one the consistently ideological themes con- 
temporary British society, i.e., the Labour politician who deserts 
his followers for the political establishment. 


42. Publishers Central Bureau. Department 182, One 
Champion Avenue, New Jersey, 07001-2301. 800-752- 
3396, Ext. 188 (credit card orders). VHS/Beta sales. Free 
catalog sent regular basis. Regular supplements updating 
both acquisitions and reduced prices. 


The most recent issue contains sections stars such 
Wayne, Newman (THE VERDICT, THE LONG HOT SUMMER, 
QUINTET), the restored version 1930 classic ALL 
QUIET THE WESTERN FRONT, Academy Award winners 
for Best Pictures, and special boxed sets Cary Grant (SUSPI- 
CION, THE BACHELOR AND THE BOBBY SOXER) and John 
Wayne (FLYING TIGERS, FORT APACHE, SHE WORE 
YELLOW RIBBON). Prices generally range from $19.95 
$39.95 with frequent reductions announced each new supple- 
ment. Boxed sets usually cost $59.95, though the recent Katherine 
Hepburn collection (MORNING GLORY, STAGE DOOR, and 
BRINGING BABY) once retailed for $19.95! For the cost- 


conscious buyer this the best company survey. Other delica- 


cies include the restored 1932 DR. JEKYLL AND MR. HYDE, 
CHRISTOPHER STRONG, THE LITTLE MINISTER, MARY 
SCOTLAND, BRINGING BABY, THE KILLING, THE 
BIG SLEEP, THE MALTESE FALCON, and LITTLE BIG 
MAN—all individually priced $19.95. The major movie catalog 
has sections action, westerns, adventure, documentary, mu- 
sic (popular and classical), television, sports, family and foreign 
films—all reasonably priced. 


43. Riggs. 6226 Darnell. 
Houston 77074-7416. 
sales. $19.95. 


Riggs specializes European 
horror, especially the works Mario 
Bava, Barbara Steele, Christopher Lee, 
Paul Naschy, and Jess Franco. 


44. Republic Pictures Home 
Video. Los Angeles, 90066. 
213-306-4040. 


This company gradually releasing 
the studio's old features VHS. Cur- 
rently priced $19.95 each, the series 
includes classics such THE QUIET 
MAN, SANDS IWO JIMA, CHAM- 
PION, THE BELLS ST. MARY'S, 
THE GRASS GREENER, THE 
MEN, INDISCREET, ARCH TRI- 
UMPH and many more. 


45. Re-Vue. The Alternative 
Video Source. 1280 Bay St. (at 
Yorkville), Toronto, Ontario, MSR 
Canada. 416-922-5647. Rents 
and sells foreign, Canadian, indepen- 
dent and experimental. Contact com- 
pany for further details. 


46. San Francisco Rush Video. 
1576 Fell St, #1. SF, 415-921- 
TAPE. 


Among the company’s specialities are Trailers Tape, each 
comprising generous selections horror, fantasy, musicals, come- 
dy, Oscar winners, and Hammer horror. Definitely must for those 
interested the trailer specific form promotional material. 
Rush Video small company owned and operated film edi- 
tor, enthusiast, and collector whose trailers are often taken from 
35mm theatrical prints, not from Bosch flying scanners. 


47. Shock-Toon Video. RFD Box 136-, Rockaway 
Valley Road, Boonton 07005. 201-625-4389. VHS only. 


Most titles are $16 unless otherwise noted. For extra $2, ti- 
tles are available extra high grade tape. This company special- 
ized horror (U.S., European, Japanese, Mexican), 50s sci-fi, teen 
pics, and Sword and Sandal. lists each tape according quality 
code ranging from “excellent” “poor,” and also supplies 
“want list” service. 


48. Sinister Cinema. Box 4369. Medford 
97501-0168. 503-773-6860. Sales only. VHS/Beta tapes 
usually priced $16.95 unless otherwise noted. 


Horror and fantasy with special sections for Bela Lugosi, Bar- 
bara Steele, Sword and Sandal, and “Juvenile Schlock.” The com- 
pany distributed neglected films such the early sci-fi talkie, THE 
LOST ZEPPELIN (1929) with Ricardo Cortez and Conway Tearle, 
the English language version ANSWER 
(1932) with Conrad Veidt, and the original uncut British version 
THE TRANSATLANTIC TUNNEL (1935). offers WHITE 
ZOMBIE (1932), mastered from original 35mm print, with 
long lost Bela Lugosi interview from 1956 with him about leave 
drug rehab center. Also available the last work the silent ex- 
plorer team, Martin and Osa Johnson’s BRIDE THE BEAST 
(1940) which appeared year after Johnson’s tragic death. 
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BECOMING WOMAN: MOTHERS AND DAUGHTERS 
TALKING TOGETHER (Cheryl Chisholm, 1987), distr. Women 
Make Movies 


49. SVS Inc. 212-698-4809. 


Among the works distribution the Japan Film Collection. 
All films are Japanese with English subtitles. They include Ku- 
STRAY DOG and THE BAD SLEEP WELL, Ozu's 
EARLY SUMMER, and TWENTY-FOUR EYES. 
Other titles include DOUBLE SUICIDE, THE FACE AN- 
OTHER, THE FAMILY GAME, THE FORTY-SEVEN RONIN: 
PARTS THE MASTERS, THE HUMAN CONDITION: 
PARTS THE LOWER DEPTHS, MOTHER, OSAKA 
ELEGY, SANSHIRO SUGATA, SANSHO THE BALIFF, SNOW 
COUNTRY, and VENGEANCE MINE. are priced 
$59.95. 


50. Tamarelles International Films Ltd. P.0. Box 
1249, Chico, 95927. 800-356-3577 800-334-0136. 
Fax: 916-343-9144. 


This company runs the Connoisseur Video Collection special- 
izing VHS/Beta foreign films. Although mostly sales, the same 
films are generally available schools, universities and libraries 
special rental rates for public performances. Although not cheap 
other companies listed above, Tamarelles does contain Spanish 


and Latin American films not generally available elsewhere. 


Titles include films diverse 1900, FIRE- 
MAN'S STREET (Hungary/1973), NOS AMOURS (France/ 
1983), ADIOS AMOR (Mexico/1971), ADONDE VAN NUES- 
TROS HIJOS (Mexico/1954), ALICIA (Cuba/1976), ALLA LE- 
JOS HACIE TIEMPO (Mexico/1974), AMANTE PARA DOS 
(Argentina 1981), AMOR (Spain/1986), THE AN- 
DERSON PLATOON, ANDREI RUBLEV, ANGRY HARVEST 
(Germany/1986), ARIZONA (Mexico/1986), Budd 
ARRUZA (1973), THE ASSASSINATION TROT- 
SKY, Von BARON MUNCHAUSEN (1943), Room's BED 
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AND SOFA (1928), DONKEY SKIN (1971), LOS HU- 
MILLADOS (Mexico/1984), MERE JEEVAN SAATHI (India/ 
1965), QUEEN KELLY, SUBWAY THE STARS 
(Brazil/1987), SUSANA TIME STANDS 
STILL THE TIMES HARVEY MILK, and 
Rosa Von Praunheim's VIRUS KNOWS MORALS (1985). 
This catalog offers mine information concerning neglected 
work Mexican, Spanish, Nicaraguan, Cuban and Costa Rican 
cinema. 


51. Third World Newsreel. Camera News Inc. 335 
West 38th Street, Sth Floor. New York, 10018. 212- 
947-9277. Sales and Rental. Prices vary. 


Third World Newsreel emphasizes the use and development 
innovative film and video programs exceptional quality, rele- 
vant people color and Third World. also provides technical 
assistance, information, and referrals the areas film and video 
exhibition, production, distribution, program research, and archival 
footage. Speakers are available for screenings, workshops and con- 
ferences. Many works have won prizes the London Film Festi- 
val, the Athens Ohio Film Festival, and the Big Muddy Film Festi- 
val. 


Videos dealing with Africa and the Middle East include Barry 
THE ANVIL AND THE HAMMER (1985); ISITWA- 
LANDE (1980); Lionel NELSON MANDELA: THE 
STRUGGLE LIFE (1985), and the Cowie/Damien/ 
Walworth documentary Palestinian struggles, NAZARETH 
AUGUST (1986). The Asia section will hopefully soon make 
available video the North Vietnam productions, U.S. TECH- 
NIQUES AND GENOCIDE VIETNAM (1968); WOMEN 
TELECOMUNNICATIONS STATION (1969); and YOUNG 
PUPPETEERS VIETNAM (1969). 


the Cultural Expression category, videos include Gustavo 
Paredes' 1985 documentary Afro-Cuban music, MUSICA; and 
Third World look the interplay between poet Amiri 
Baraka and jazz musicians, Murray and McCall, THE RE- 
HEARSAL (1983). Also available are Watson and Oglesby's 1987 
experimental video Martin Luther King—REFLECTIONS; 
Richard Fung's 1985 video Gay Asians Toronto— 
ORIENTATIONS; and the 1985 Bernadette Powell Defense Fund 
video about domestic violence victim now serving prison term, 
UPDATE BERNADETTE POWELL. 


This last work only available postscript sales copies 
special video cassette version Christine Choy and Marlene 
Dann's 1980 Third World Newsreel production, LOVE, HON- 
AND OBEY. The cassette price discounted $75 for New 
York State residents and anti-sexual violence organizations. 
available reduced costs thanks grant provided the New 
York State Council the Arts. 


52. Uncommon Video. Viewfinders Inc, P.O. Box 
1665, Evanston, 60204. 800-342-3342. IL: 708-869- 
0600). 


VHS cassettes various prices animation, art and artists, 
authors, ballet, classical music, documentary films, drama, feature 
films, history, jazz, literature, musicals, nature, opera. Among the 
items offer are the three British film versions Somerset 
stories, QUARTET (1948), TRIO (1950), and EN- 
CORE (1952) $23.95 each, John Hurt's performance THE 
NAKED CIVIL SERVANT $29.99, David Cobham's four 1981 
TALES THE KLONDIKE, Canadian TV's Jack London adap- 
tations ($19.95 each) well the long unavailable 1970 BBC 
version BUILD FIRE—the best version Jack London 
short story ever made for television ($29.95). 


53. The University Illinois Film/Video Center. 
1325 South Oak Street, Champaign, 61820. 800-367- 
3456. VHS only. Video Sales. Catalog. 


Various videos Art, Business, Career, Self-Development, 
Child Care, Children and Young Adults, Foreign Language and 
Culture, Health, History, Literature, Music and Dance, Nature, and 
Sports. Also listed are features and film study sections. The latter 
contains video interviews covering direction, assistant direction, 
cinematography (Haskell Wexler), commercials, documentaries 
(Bill Gibson), music videos (Jim Yukich), special effects (John 

kstra), students (Hall Needham), series (Hal Cooper) and 
specials (Marty Pasetta)—listed $39.95 each. 


There special Laserdisc section covering films (CASA- 
BLANCA, WONDERFUL LIFE, NIGHT THE OP- 
ERA, PATHS GLORY, RASHOMON, THE SEVEN SAMU- 
and 2001). Many these add audio essays, publicity 
material and posters, with in-depth critical analysis. For example, 
AWONDERFUL LIFE contains audio essay analyzing the 
film, lobby cards, trailer, and video seminar with Frank Capra 
and cinematographer Joseph Walker. 


THE MAGNIFICENT AMBERSONS laserdic contains de- 
tailed analytic audio-essay Robert Carringer, the complete origi- 
nal shooting script giving the text scenes cut the studio, de- 
finitive story boards. with the shooting script, these 
sketches represent the closest approximation possible full re- 
construction the lost footage; visual essay Robert Carring- 
the Mercury Theatre radio version, including Welles the part 
George PAMPERED YOUTH (excerpt 1925 silent 
film version the Booth Tarkington novel.)" Cost $99.95. The 
Center also distributes laserdiscs George Sidney's SCARA- 
MOUCHE (1952) containing the film and candid audio interviews 
with Stewart Granger and Sidney discussing their careers, the Hol- 
lywood studio system, the film, and audio essay its produc- 
tion Rudy 


54. Vestron Video. Box 10382, Stamford 
06901 


Distributes specially reduced commercial features such 
HAMBURGER HILL, PLATOON, PRIZZI'S HONOR, LIVE 
AND DIE etc. for prices low $14.98. 


55. Video Data Bank. The School the Art Institute 
Chicago, Columbus Drive and Jackson Boulevard, Chica- 
go. IL, 60603. 312-899-5172. Fax: 312263-0141. Sales and 
Rental. VHS-3/4" sales and rentals. 


The Video Data Bank offers over 200 videotapes with pro- 
grams containing interviews, performances, documentaries and ex- 
perimental films well series produced organisations such 
the Long Beach Museum Art, Artspeak, the Artists Televi- 
sion Network, and the University Colorado. Interviews include 
Chantal Akerman, Stan Brakhage, John Cage, Judy Chicago, Mich- 
Foucault, Hollis Frampton, Allen Ginsberg, Peter Kubelka, Julia 
Lesage, Trin Minh Ha, Yvonne Rainer, Hanna Schygulla, and 
Fred Williamson—all the Art and Artists series. Rental rates are 
$50 (videos under minutes) and $75 (above). Purchase prices 
are respectively $200 and $275. 


Key works available include WHAT DOES SHE WANT?—a 
series five videotape compilation programs containing innova- 
tive work women artists (e.g., Christine Choy, Yvonne Rainer, 
Martha Rosler) working the areas performance arts, video and 
film. Each tape 70-90 minutes length. Sales price -$59.95 
each $299 for the entire series. 


Other works include VIDEO AGAINST AIDS, individual 


pieces three separate cassettes designed encourage active use. 
Individual purchase, $150. Various videos are listed this invalu- 
able series such New Narrative Strategies, Body Politic, Roles, 
Representations, and Sexuality. 


56. Video Search Miami. Box 16-1917. Miami 
33116-1917. 305-387-6807. Sales only, $25+shipping. 
Also one-time, non-refundable $10 retainer fee. 


Although this company specializes contemporary exploita- 
tion films, principally from Europe and Asia, its catalogue relies 
international, and not U.S. sources and deserves exploration. lists 
Wilde’s uncut version BEACH RED and many long- 
lost Italian Westerns, often highly political nature, which were 
either brutally mutilated never released outside Italy. Thus Ser- 
gio Sollima’s political BIG GUNDOWN, FACE 
FACE, RUN MAN RUN—all starring Tomas Milian with Third 
World themes. plays the racially oppressed figure Cucillo, 
whose status persuades lawman Lee Van Cleef ally with him 
against capitalist ranchowners and German mercenaries. Also 
stock are composite versions Leone’s THE GOOD, THE BAD, 
AND THE UGLY and DUCK YOU SUCKER; Carlo 
REQUIESCANT (German version) with Pier Paolo Pasolini acting 
revolutionary priest; and Terence Hill’s supposedly anarchist 
western, TRINITY SEES RED set the communes Andalusia 
(Spanish version). Worth investigating! 


57. Video Specialists International. 182 Jackson St. 
Dallas 18612. 717-675-0227. 8mm/ video and S-VHS. 
Prices usually $19.95. 


Another company supplying long lost films video from pri- 
vate collectors and proving that supposedly lost work does exist 
one takes the trouble find it. THE LION MAN (1932) taken 
from the only surviving print. Other interesting offerings are THE 
MAN FROM BEYOND (1922) with Harry Houdini, Frank Buck’s 
BRING ‘EM BACK ALIVE (1932), Lubitsch’s THE MARRIAGE 
CIRCLE (1924), THE SHOCK (1923) with Lon Chaney, THE 
MAN WHO LAUGHS (1928), well 50s westerns often 
taken from the original Kinescope recordings complete with com- 
mercials. Again The Golden Age Television amply represent- 
with offerings such LUX VIDEO THEA- 
TER, LIFE WITH LUIGI, LITTLE MARGIE, THE CAINE 
MUTINY COURT-MARTIAL (with Lloyd Nolan), WIRE SER- 
VICE and GOODYEAR production MAR- 
with Rod Steiger. The company also offers silents, documen- 
taries, serials, foreign films, westerns (including $40 collection 
Lee Van Cleef’s 50s westerns), and other formerly lost films 
such Valentino’s MORAN THE LADY LETTY (1922) and 
the recently rediscovered THE BAT WHISPERS (1930). the 
adult video section three part series, WHAT GOT GRANDPA 
HOT. 


58. Video Yesteryear. Box Sandy Hook 06482. 
800-243-0987. Fax: 800-422-3476. Prices 
vary from 


Current large catalog lists 1204 titles with 183 new releases; 
claims the Standard Reference work Ancient and Obscure 
Cinema. Vast collection silent comedy (Laurel minus Hardy, 
Larry Semon, Chaplin, Ben Turpin), sound comedy, cartoons (Bet- 
Boop, Felix the Cat), fantasy, music, drama (including Paul 
Robeson SONG FREEDOM, THE EMPEROR JONES), Eu- 
ropean art, horror, westerns, crime, serials, documentary, avant- 
garde, golden age television, Japanese cinema (KWAIDAN), 
and interesting gems such the 1922 British silent TRAPPED 
THE MORMONS with generic connections the old white-slave 
movies. Also available are Nazimova SALOME (1923) and 
QUEEN ELIZABETH (1912) well Copppola’s 
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first directorial effort, nudie movie, TONIGHT FOR SURE 
(1961). 


59. Women Make Movies. 225 Lafayette Street, Suite 212, 
New York 10012. 212-925-0606. Fax: 212-925-2052. Sales 
and rental. Rates vary. 


Founded 1972, Women Make Movies the only national, 
non-profit feminist media organization dedicated the production, 
promotion, and distribution films and videotapes and about 
women. addition its library services, the group provides 
Speakers Bureau supplying brief biographical notes many ac- 
claimed film and video makers who are available present their 
work classes general audiences. This company highly rec- 
ommended for its diverse and committed distribution policies. 


The catalogue has relevant sections Animated Films, Pro- 
gram Suggestions, Sex Equity, Cultural Identity, and Global Is- 
sues. Available works include Jane (1984) MASTER 
SMART WOMAN, reevaluation 19th century author Sarah 
Ome Jewett; Marie Ashton's (1977) THE YELLOW WALLPA- 
PER about Charlotte Perkins Gillman; Elena VI- 
SIONS THE SPIRIT: PORTRAIT ALICE WALKER; 
Lori Hiris's (1989) WITH VENGEANCE: THE FIGHT FOR 
REPRODUCTIVE FREEDOM; Julie Harrison and Harilyn Rous- 
(1989) POSITIVE IMAGES: PORTRAITS WOMEN 
WITH DISABILITIES; THE DISABLED WOMEN'S THEATRE 
PROJECT; Stephanie (1985) TRADE SECRETS: 
BLUE COLLAR WOMEN SPEAK OUT. 


The Lesbian Studies section includes the works Barbara 
Hammer (DYKETACTICS, DOUBLE STRENGTH, WOMEN 
LOVE, SYNC TOUCH); Amy (1985) vampire musical 
comedy, BECAUSE THE DAWN; Kiki (1988) LIFETIME 
COMMITMENT: PORTRAIT KAREN THOMPSON; and 
Melanie Chait's VERONICA ROSE. the Cultural Identity sec- 
tion are Australian aborigine director Tracey (1987) 
NICE COLORED GIRLS; Sherry semi-autobiographical 
comic tapes SCENES FROM THE MICROWAR (1985), WOMB 
WITH VIEW (1986), and OUT THE MOUTH BABES 
(1987). Other sections include works Global Human Rights, 
Global Feminism, Latin America, and well-known works such 
Michelle Citron's DAUGHTER RITE and the British feminist doc- 
umentary CARRY GREENHAM HOME. 


addition the above, many video companies such 
and Orion have products either for rent sale 
local video stores and are easily obtainable. Finally, many 
individual filmmakers also personally distribute their own 
work via video. For example JUMP CUT's Julia Lesage 
both exhibits and sells her films about Nicaragua -REYNA 
FLORES, FACING SHORTAGES, HISTORY AND NA- 
TURE, AND AGUA PURA, the compilation CRU- 
CERO—on both VHS and Beta formats for $30 ($60 insti- 
tutional rates) from 3480 Mill, Eugene 97405. The same 
may true for other filmmakers previously featured 
JUMP CUT such Barbara Hammer. For those interested 
exploring further sources, two volume ref- 
erence work, Educational Film and Video Locator (New 
York: Reed, 1990) lists many classical films and documen- 
tary films and videos often available through university me- 
dia libraries cheaper rental rate than through commer- 
cial distributors. Check relevant categories such "Motion 
Pictures" themes, discipline sections such 
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FILM AND PHOTO LEAGUE 


Exhibition strategies 


Brad Chisholm 


The story the Film and Photo League has 
been called one the great missing chapters U.S. film 
history: "great" because the League was one the first op- 
position-cinema movements the nation; be- 
cause its platoons leftist filmmakers disbanded after bare- 
five years work, and few their films survive. 
Wiliiam Alexander and Russell Campbell's recent scholar- 
ship has initiated the recovery this lost chapter. Their re- 
search concentrates the League's films and filmmakers. 
contrast, more interested learning who actually 
saw these productions. believe nuts-and-bolts account 
the League's exhibition and, extent, distribution prac- 
tices, will reveal the link between the films and their intend- 
audiences. 


the 1930's many the U.S. left considered the news 
media establishment tools which served only minimize 
the ravages, ignore the country's problems, and 
thwart solutions. New Masses, The Daily Worker, and 
host arts-oriented periodicals led Workers’ Theatre at- 
tempted correct the imbalance the information given 
the news. Similarly, the Workers’ Film and Photo League 
sought offer the public clear alternative the newsreels 
produced Fox Movietone, the Hearst organization, and 
Pathé News. producer with two these commercial out- 
fits responded left criticism asserting that was "none 
the movie industry's business responsibility deal 
with the ugly 


The League became frustrated with Hollywood's con- 
trol film distribution and resented Hollywood's over 
theatre owners. Out necessity pioneered non-theatrical 
distribution; particular, resorted road-showings. 
However, advertisements for League film programs the 
left press suggest that order attract audiences, this op- 
positional cinema movement had imitate number 
mainstream distribution and exhibition practices. Between 
1931 and 1936 the League achieved some success with its 
exhibition tactics, but never enjoyed the stability nor in- 
spired the popularity that its members sought. 


The Film and Photo League's parent organization was 
the International Relief, proletariat assistance 
group founded the Communist International 1921. The 
W.LR. used film programs raise money for victims ec- 
onomic oppression, fostered the growth cine- 
Europe, and capitalized Mezhrabpom Studios the 
Soviet Union. The W.LR. found that documentary and fic- 
tion films were effective devices for drawing crowds and 


building solidarity among the world's workers. During the 
Twenties the William Kruse toured the United 
States with five documentaries had either shot com- 
piled result trips Germany and the Soviet Union. 


The organization made two films, PASSAIC TEXTILE 
STRIKE and GASTONIA, which documented labor actions 
this country, and the end the decade had begun 
building library Soviet features for distribution here. 
December, 1930, the W.LR. established the 
Film and Photo League. Among its first members were Har- 
Alan Sam Brody, Leo Hurwitz, Leo Seltzer, 
and Tom Brandon. Based initially the New YorkWest 
28th Street offices the W.LR., the League took charge 
maintaining the prints from the collection Soviet films 
and producing photographs and films document the de- 
pression. The W.LR. provided filmstock and some equip- 
ment, and was understood that the initial audience for the 
films would Communist Party locals and sympathetic 
organizations around the country. The Washington, 
D.C. Hunger March, Bonus March, and May Day demon- 
strations 1931 gave the League ample material with 
which begin series called WORKERS' NEWSREEL 
and eventually compile the feature film, HUNGER. 


Within year the New York group's formation, other 
Film and Photo League chapters had been established 
Chicago, Detroit, Los Angeles, Philadelphia, and San Fran- 
cisco. addition sponsoring screenings Soviet 
tions and occasional films their own, these provincial 
branches contributed footage WORKERS' NEWSREEL, 
held photo exhibits, organized symposia the present state 
mass media, and held dances and other fund-raising 
events. For example, March, 1932, the new Los An- 
geles chapter invited the public attend gala which fea- 
tured such celebrities Margaret Bourke-White, Langston 
Hughes, and King Vidor. was kick-off event with 35¢ 
admission charge and included speeches and dancing. Two 
years later the Los Angeles chapter sponsored similar 
event which was announced that Slavko Vorkapich had 
offered participate League film production. There 
evidence that Vidor Vorkapich ever actually partici- 
pated League production, although the Los Angeles chap- 
ter itself was for least three short documentar- 
ies between 1932 and 


During the Film and Photo League's brief life, the New 
York chapter functioned the W.LR.'s center national 
film activity. Many film programs, whether they consisted 
purely Soviet productions contained League films, 
were packaged and distributed, after the spring 1931, 


from the League's new headquarters 
East 14th Street. Tom Brandon, who 
orchestrated the distribution, sometimes 
toured with the film programs and gave 
played many the exhibition sites 
Kruse had visited several years earlier, 
such the People's auditorium Chi- 
cago and the Tolstoi Club Bridgeport, 
Connecticut. 


The life history typical New 
York Film and Photo League produc- 
tion went something like this: first, 
executive committee would dispatch 
film crew some national trouble spot 
where they would have fair chance 
filming demonstrations. Once there, the film crew shot its 
footage, and they had access the necessary facilities 
nearby, they would screen the rushes site for the benefit 
the demonstrators. Leo Seltzer claims this was tremen- 
dous morale booster. Next, the film would sent back 
New York where would most likely edited into in- 
stallment WORKERS' NEWSREEL the AMERICAN 
TODAY SERIES. Then the episode would become part 
traveling program headlined major Soviet feature. That 
program would either road-showed across the country 
booked interested theatres, regional League chapters, 
miscellaneous clubs. Finally, when the events de- 
picted given newsreel installment were longer cur- 
rent, the footage would become part compilation feature 
film organized around general theme. (HUNGER and 
PORTRAIT AMERICA are exemplary productions) 
include League films package program was the 
best way ensure that audiences wouid see them. 


Occasionally League members were able persuade 
mainstream exhibitors slip League newsreel into what- 
ever Hollywood program they might running. One 
League installment ran for least three days mid-1934 
the Rialto New York, but such instances were exception- 
al. Most exhibitors contracted with large newsreel com- 
panies and there were real openings for installments from 
outsiders. Moreover, the Film and Photo League output was 
sporadic and could not easily squeezed onto schedules 
which were the products extended block-booking. 


The Film and Photo League program established these 
programs vehicle with which circumvent Holly- 
wood's dominion. However, this program was modeled after 
the typical format Hollywood theatrical distribution, 
which consisted live act, cartoon, newsreel, and feature 
film. The League's "live would speaker, someone 
such Royce from the Daily Worker who traveied 
with the film 1905 for two months 1933. League mem- 
ber Tom Brandon frequently gave talk, "Hollywood To- 
introduce League screenings exhibition sites 
within one hundred mile radius New York City 
1932.17 other times lawyers from the International Labor 
Defender group spoke. every instance the orator stumped 
for the cause crowd that had come see movies. 


THE RUSSIAN FILM EPIC! 


DAYS 


ACME THEATRE 
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POPULAR DEMAND) 


GREAT FILM DRAMA THE RUSSIAN 
BEVOLUTION 


Sat. Sun. 
Midnite Shew Sat. 


Based their titles, the speeches seemed tailored 
popular interest. They did not sound politically narrow, ex- 
clusive, intimidating. Judging from the ads, cartoons were 
big drawing cards. programs from 1930 occasionally 
used Chaplin shorts kick off the film portion the pro- 
gram, but with the advent respectable 16mm sound equip- 
ment, the League's ads began sport the phrase "includes 
latest Soviet sound cartoon" type nearly prominent 
the title. The specific titles the cartoons 
not appear. Next the bili was the newsreel: the one two 
reels film actually produced the League. Between 
1931 and 1934 least episodes WORKERS' NEWS- 
REEL were made. Viewers League program would 
have seen episodes with such titles TOM MOONEY 
DEMONSTRATION, ALBANY HUNGER MARCH, and 
RENT STRIKES. The League did not build each program 
around one its newsreels, though. 


The demand for programs was higher than League pro- 
duction could match. Regular exhibitors such New 
Acme Cameo Theatres changed their bills weekly, and 
sometimes semi-weekly. The League therefore borrowed 
from the reserve Soviet newsreels. The Octo- 
ber,1932, run film entitled THE FORTY-FIRST the 
28th and Broadway Theatre, Manhattan, included League 
production referred year later that Soviet 
feature had toured the country and was back New York 
the Acme, along with "the latest Soviet and American news- 
reels." The program was again constructed around the 
Soviet feature. 


TEN DAYS THAT SHOOK THE WORLD, ROAD 
LIFE, and CHINA EXPRESS received the most expo- 
sure any features League circuits between 1931 and 
1934. least two prints these films circulated the 
country after 1933, evidenced several simultaneous 
playdates. The features represented the best Soviet dra- 
ma. Eisenstein and Pudovkin's names were often placed 
above the titles. Promotions often included descriptive 
phrases which emphasized the stature well enter- 
tainment value. Entertainment was, after all, what the pro- 
gram's model attempted exploit. 


The packaged Film and Photo League programs ema- 
nated from the New York offices. Tom Brandon made the 


JUMP CUT no. 


New York chapter the center distribution for the national 
League. Regional chapters would swap footage among 
themselves, but paid flat rate $1.50 per reel for New 
York chapter footage. Brandon could charge because the 
New York chapter had the greatest quantity and the most 
sought-after newsreel footage any the chapters. The re- 
gional chapters were dependent the New York branch. 
This least partially due the fact that the New York 
group planted the seeds that formed the regional Film and 
Photo Leagues. sending film program tour, the 
League was able stimulate interest well demand 
for more programs. 


The national tour program headlined CANONS 
TRACTORS may have even bolstered party member- 
ship sections the midwest. Shortly after reports un- 
expectedly high turnouts for the film Minnesota and 
northern Michigan, there came the announcement that 
Minneapolis Photo League was forming. Later progress 
reports the Daily Worker indicate that the new group had 
begun photo production and was trying raise money for 
film equipment. There evidence that this chapter ever 
began film production, but the summer 1932 the Min- 
neapolis chapter became the latest Film and Photo League 
exhibitor. Whenever held membership drives fund- 
raising affairs, was able turn the New York office for 
the latest available Soviet feature and film pro- 
gram. Unlike the League, the commercial film industry was 
long past roadshowing build audiences. However, both 
enterprises had the same city the hub their activity. 


League exhibition sites fall into three categories. Theat- 
rical precursors what call houses" for time pro- 
vided the steadiest showcases; they tended get first crack 
each the latest Soviet features became available. 
Second, some screening facilities alternated League pro- 
grams with other, often unrelated, non-film programs. Some 
these were playhouses; some were public auditoriums; 
others were ethnic halls with good deal space 
rent. The third group exhibition sites were smaller 
labor temples and clubs—meeting halls that could 
not accommodate large audiences and which tended get 
Soviet features only after they had been screened more 
spacious facilities the same city. 


Hollywood organized its exhibitors into first-run, sec- 
ond-run, third-run hierarchy. The Film and Photo League 
was not position the same, but out necessity 
did establish its own hierarchy. only had limited number 
prints that could circulate given time, and certain 
screening places were more comfortable and conducive 
film viewing than others. the League gave priority the 
Art Cinema Theatre Cleveland, the Punch and Judy Thea- 
tre Chicago, the Acme Theatre New York, was be- 
cause those places had permanent projection equipment and 
could even accommodate 35mm sound films. Art houses 
drew regular, not proletarian, audiences. These theatres 
ihose interested European films. While Soviet 
features such ARSENAL and THE END ST. PE- 
TERSBURG were their mainstay between 1931 and 1934, 
they offered films Murnau and Dreyer, too. The Acme 
Theatre's ads the Daily Worker billed the place "The 


Workers' Acme Theatre," whereas its ads the establish- 


ment press simply called "The 


The group responsible for programming the Acme 
and Cameo theatres Manhattan was Symon Gould's Film 
Arts Guild, organization more interested alternative 
aesthetics than alternative politics. When League pro- 
grams premiered these theatres, was usually without the 
benefit flesh-and-blood orator. group was in- 
terested League newsreels, though, that the Acme and 
Cameo would advance $25 $50 the League ensure 
the availability its next newsreel offering. Other art 
houses were less loyal the League but took advantage 
its collection Soviet features and its connections with 
Mezhrabpom Studios. For instance, the Philkino Theatre 
Philadelphia, despite any implied convictions its name, 
had qualms about running Film and Photo League pro- 
gram one week and film denounced the League the 
next. Itran ROAD LIFE and the latest American news- 
reels September 30, 1933, and October its bill 
changed include THUNDER OVER MEXICO, the re- 
working Eisenstein material which the League ideologues 
considered butchery. 


The art theatre audience was not politically focused 
were audiences the League's other exhibition sites. 
Among exhibitors was the Franklin Theatre 
New York which ran League programs between engage- 
ments legitimate stage productions. The League seems 
have had number these "sometimes 
across the country, ranging from New York's Stuyvesant 
Casino with its large halls, ideal for banquets, wed- 
dings, barmitzvahs, meetings, and the Peo- 
ple's Auditorium Chicago, and the hall Los Angeles 
which the local League chapter rented for its May Day ga- 
las. While art houses often premiered new Soviet features 
the major cities, the League favored the second kind 
site for road shows. These places attracted audiences less 
reticent about having political speakers precede even- 
ings's entertainment than art house patrons would have 
been. The very names (e.g., Liberty Hall, Czechoslo- 
vakian Workers House Incorporated) might shape audience 
expectations. 


The third kind showcases were used road-show 
productions when larger facilities were unavailable. 
These smaller meeting halls were not continually booked for 
various programming. They did not attempt accommo- 
date conventions; rather they provided regular meeting plac- 
for Communist Party and labor locals which could 
adapted for screenings necessary. The Ukranian Home 
and Lithuanian Hall Chicago, and the Romanian Hall 
nearby Gary may have been exemplary. not know how 
big they were, but whenever they offered film programs, the 
features were those which had already played People's 
Auditorium. 


Unlike Hollywood's first-run, second-run, third-run 
hierarchy, the League's informal divisions did not have 
difference admission prices. During the first half the 
Thirties, exhibitors League programs charged between 
15¢ and 35¢ for admission. The Acme consistently charged 


New Soviet Film Based 

Gorki’s Famous Novel® Mother 


PUDOVKIN 


ROYCE touring for the 
will speak all showings 
Added Attraction 


ism Soviet Union. 
Revolutionist Action. 


the least; some the group-three sites charged the most. 
This probably happened because theatres like the Acme 
changed their bills attendance warranted it—they wanted 
patrons return once twice each week and used low 
price enticement. The typical worker’s hall may have got- 
ten big film program only once twice year, and the ad- 
mission charged often benefited some cause. contrast 
Hollywood exhibition practice, the relation between art 
house and meeting hall screenings was almost the inverse 
that between picture palace and rural movie house. 


mentioned that League members denounced certain 
films. The League was often involved demonstrations and 
picketed theatres which featured pro-Nazi films. Other 
members felt that overemphasizing protesting slighted the 
League's primary function. the mid-Thirties this schism 
contributed the New York group's demise. Leo Hurwitz, 
Ralph Steiner, and Irving Lerner broke away form the 
production group, Nykino; Seltzer defected the 
and the still photographers struck out their own well. 
After 1934 Tom Brandon devoted all his attention his 
newly formed Garrison Films distributing company. Garri- 
son maintained advertisements the leftist press but also 
promoted various Hollywood titles such THE INVISI- 
BLE MAN along with collection Polish comedies and 
Soviet dramas. After the W.LR. collapsed 1935, the 
New York Film and Photo League cosponsored some pro- 
ductions with Nykino and other groups during the next two 
years. However, the League was effectively out business 
1937. 


Gilbert Seldes wrote that documentary could consider 
their commercial order show it. The Film 


News Social- 


Lenin Greatest 
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and Photo League could never really count being 
able this. Instead, established complementary 
outlet for its product. During the first half the Thir- 
ties, residents this country's major cities could see 
perhaps different Soviet feature each month. Residents 
many smaller cities which contained Communist 
Party local group people interested starting 
one could perhaps encounter Soviet feature once 
twice per year. either case, the viewer stood fair 
chance seeing League newsreel the program. 


The story the Film and Photo League movement 
hinges the rise and fall the New York chapter. 
Certainly that branch served center, and existing re- 
search has solidified this reputation. What remains 
documented the League activity that transpired out- 
side New York. When provincial chapters grew up, 
they aspired production, yet while the Detroit, Chi- 
cago, and Los Angeles branches did make handful 
films, that was not the case with the Boston, Minneapo- 
lis, Washington D.C., Laredo, Texas groups. The 
most significant activity the regional chapters lay 
their role components loosely-formed distribu- 
tion network, and their efforts approach 
theatres, rent facilities, and create new sites for exhibi- 
tion. 


NOTES 


JUMP CUT has published important articles and discussions 
TheFilm and Photo League movement the 1930s. Most these 
issues are still available from us. printed Special Sections 
JUMP CUT, no. ($2.00/ $2.50 abroad) and no. (now out 
print). sell you all three Film and Photo League issues for 
$5.00 ($6.00 abroad). 


The most comprehensive studies the Film and Photo League 
can found William Alexander's the Left: American 
Documentary Film from 1931 1941 (Princeton: Princeton Uni- 
versity Press, 1981); and Russell Campbell's Cinema Strikes Back: 
Radical Filmmaking the United States: 1930-1942 (Ann Arbor: 
UMI Research Press, 1982). 


Quoted Fred Sweet, Eugene Rostow, and Allan Francovich, 
with Tom Brandon,” Film Ouarterly (Fall 1973) 26:13. 
This producer was Terry Ramsaye, author Million and One 
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Tom Brandon, "What's Doing the Film and Photo League 
Branches,"Daily Worker, Sept, 14, 1934, and other optimistic 
League progress reports (New Masses, July 1934 16; Workers’ 
Theatre, July, 1933, appear especially idealistic retrospect. 
The greatest disappointment may have been the inability 
get its National Film Exchange off the ground (Campbell, 66). 
Richard Taylor, The Politics Soviet Cinema: 1917-1929 
(Cambridge: Cambridge University Press, 1979), pp. 73-4; for the 
history film involvement, see Vance Kepley, Jr., “The 
International Relief and the Cinema the Left: 1921- 
1935," Cinema Journal (Fall 1983) 23:7-23. 
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mation Kruse from this source unless otherwise indicated. 
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Against the Working Class," Daily Worker, May 29, 1930, 
Seymour film column Left (Spring 1931) 69; Sweet, 
Rostow, Francovich, 14. 
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1934, 
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213. 
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CUT (March 1977) pp. 25-27 
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tainty. Alexander (p. 28) and Campbell (p.79), for example, give 
slightly different accounts the status HUNGER. However, 
the basis the previously cited interviews with Brandon, Brody, 
Selzer, and David Platt's comments JUMP CUT (Nov. 1977), 
37, there does seem have been trend toward longer films 
and giving old footage new life via editing. 
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THE SHADOW THE STARS 


Opera chorus singers 


Sara Halprin 


This article was submitted JUMP CUT year before 
THE SHADOW THE STARS won the Oscar the 
1992 Academy Awards for best documentary. 


“The subject the San Francisco Opera Chorus, one 
the world's finest, whose singers play major role mak- 
ing the opera grand, yet are seldom noticed they portray 
masses peasants, ladies-in-waiting, soldiers and slaves. 
Our film tells their stories and dreams, and explores the 
traits and circumstances that determine who becomes star 
and who remains the background. Using from 
eight operas parallel and comment life sto- 
ries, examine the blurred boundary between private lives 
and the staged spectacle. Subjects are filmed dressing 


rooms, rehearsals, performances, auditions, and special dra- 
matic scenes: tea party, tenors’ high note com- 
petition. INTHE SHADOW THE STARS goes beyond 
the portrayal choristers, for mirrors the lives all who 
aspire soloists, and all common people who have ever 
dreamed being Saraf, co-director 


For the past five years have been friendly witness 
the laborious construction feature-length documentary 
film about the lives choristers the San Francisco Opera, 
called THE SHADOW THE STARS.! STARS, 
which will shown PBS following its first theatrical 
interest opera-lovers and non-opera-lovers like 
myself, offering humane and lively perspective opera 
art and for the people. 
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There something that seems paradoxical about mak- 
ing documentary opera which focuses the choristers’ 
working lives. Opera commonly thought “high art," 
the kind art which gets funding, along with ballet, when 
most other forms are severely limited repressed. Yet, 
the film shows, opera has history and present reality 
broad-based appeal working people, appeal reflected 
the contemporary popularity opera's electronic cousin, 
the soaps. The subject matter opera often melodramat- 
ic, emphasizing intense emotion, sexual passion, jealousy, 
revenge, embodied the stars and witnessed and reflected 
the chorus2. 


collage approach appropriate film about opera, 
which itself combines music, theater and visual art, THE 
SHADOW THE STARS uses dramatic footage opera 
performance, cinema-verite style footage rehearsals and 
backstage life, direct to-camera interviews with choristers, 
and scenes, informal staged, realistic abstract, from the 
choristers’ offstage lives. 


Opera music, dialogue and visuals are juxtaposed 
such way draw attention the ways which the 
lives reflect and resemble the operas they love. 
When Sigmund, tenor who was once committed men- 
tal ward and who continued practice music over the ob- 
jections his doctors, tells his story, the visuals cut from 
his face the exterior psychiatric hospital the Bed- 
lam scene from Stravinsky's opera The Progress, 
the music fades over his voice. 


continued sing...to point where the doctors had 
tell shut up, was making much noise and dis- 
turbing the other patients singing opera... the force 
music saved me. Sigmund, from the film 


The choristers rise from rows boxes, surreal set 
designed David Hockney, more surreal than the visu- 
als gaping windows and wrecked buildings the south 
Bronx today which accompany Sigmund's account his 
childhood with crazy mother south Bronx tenement. 
Claudia, mezzo who works become soprano, seen 
singing the chorus and talking about her life directly 
the camera very theatrical manner, then joking with oth- 
choristers she makes the dressing room. When 
she tells her story breaking with her husband over 
opera audition failure--a fight that took place alongside the 
river Florence, the visuals are abstract, broken reflections 
man and woman reflected water, gesturing strongly. 
The soprano's tea party stylized scene, very like stage 
set, group sopranos eating together lavish set- 
ting, served waiters, with fancy tableware and linens, 
the women talk shop. account her travels 
Europe search operatic employment accompanied 
abstract visuals scenery seen through train windows. 
When Frederick, strong baritone, speaks his anger 
discrimination against blacks and how would love the 
role Rigoletto, the hunchback, see colorful designs for 
the opera, Rigoletto, and dramatized images the hunch- 
back, well Frederick singing solo and the chorus 
with full dramatic affect. 


The public not yet ready see black male pow- 


er. Non-blacks they've been darkening for years...make 
lighter, put wig me, shave beard off...If 
sing it, fine. Fix visually what you 
want. Frederick, from the film 


The film unabashed construction its subject. 
Like essay written form, doesn't hesitate use sty- 
listic devices make point, and makes assumptions 
about the inherent "truth" its portrayals. Singers speak 
about the enormous work involved becoming star, about 
their own ambivalence putting everything else hold, 
about discrimination, about luck. More rarely, they speak 
conscious choice. One man says that when met his wife 
realized that she had the determination become star, 
much more than did, quit his job soloist and 
went back the chorus order support her career. 
truck driver, who practices singing with sheet music 
propped the dashboard his rig, explains that his father 
was also truck driver who loved opera. child hated 
opera, but changed grew older. Sigmund says that mu- 
sic was his ticket out the Bronx. Shelly and Carl practice 
duet from Don Giovanni their young son competes 
with the music screaming for attention. 


You have become part unit. And the same 
time maintain individual identity. Frederick, from 
the film 


There tension the film between individual 
expression and fulfillment, and the needs and pressures 
the collective. dressing-room discussions and directly 
the camera, choristers speak the need simultaneously 
blend and stand out, harness their artistic temperaments 
and yet use all the energy those same temperaments, 
support the collective scene and the performances the so- 
loists, all the while dreaming themselves stepping for- 
ward individually receive thunderous applause. The di- 
lemma one well-known independent film, which 
often collective creative enterprise undertaken chance 
gatherings strong personalities and therefore plagued 
strife, especially when profit not, realistically speaking, 
strong Choristers discuss the difficulties relating 
intimately stage person they dislike strongly, 
creating convincing fight scenes without allowing backstage 
tensions erupt into onstage brawls, standing behind 
soloist while feeling they themselves could finish the aria 
better, all this addition the usual demands singing, 
acting, behaving accordance with high theatrical stan- 
dards, usually after full day other work. Money, the 
need work for it, the limitations not having enough 
it, the hierarchies created unequal possession it, be- 
comes strong recurrent motif the film, which once 
critical the contemporary situation and celebratory the 
creative will which prevails even under strong pressure and 
injustice. issue which not raised the film the star- 
dom created the film maker's selection each chorister, 
the influence each them the presence camera 
crew, the knowledge that what they are doing and saying 
being recorded. While this issue any documentary 
film utilizing direct footage, any interview situation, 
especially important this film because the centrality 
the issue stardom. 


The chorus singers THE 
SHADOW THE STARS 
who are, day, civil ser- 
vants, housewives, truck driv- 
ers, teachers and, night, 
serfs, soldiers, gypsies, slaves, 
serve our emotional stand- 
ins, providing access the 
staged drama and the lives 
the principal players. What 
endures opera are not the 
love affairs, deaths, 
Kings and Queens, what en- 
dures the mirror held the 
audience that may rec- 
ognize the experiences our 
own. --Allie Light, co-director 


viewer unfamiliar with 
opera, and documentary film 
maker, teacher, and therapist used 
working with people who are 
shy cameras and unconscious about their own 
was especially struck this film the strong presence 
the choristers, their relationship the filmmakers, the 
camera, each other. When asked the film makers how 
they selected among the many interviews they filmed for the 
final cut the film, they responded that they chose those 
choristers whose lives were "most who could 
therefore best stand for many other choristers and many 
the viewing audience. think this helps account for cer- 
tain compelling quality the film has. find myself glued 
it, finding parts identify with each character. That 
say, the film itself functions like the opera about, the 
sense that its stars, people who are not the opera 
stage, constellate the range intense emotions the film’s 
viewers that the main figures the opera constellate the 
opera’s audience. the same time, interweaving 
many main characters, and bringing the whole subject 
lives and ambitions and struggles specifical- 
different from those stars, the film creates detach- 
ment and reflexivity not often seen opera (Breclit's Three- 
penny Opera clear exception). 


The choristers, group, come across people with 
common link passion for their art and also their craft, and 
wide diversity personal experience and character. They 
are specifically contrasted the film with the stars, whom 
they idealize, envy, gossip about, and not identify with 
except ironically dreams the future. The working 
choristers featured the film are also contrasted with the 
rich members the audience who arrive dressed cos- 
tumes less elaborate fanciful than those worn stage 
the chorus. the other hand, the choristers are linked 
closely with the audience the lower-priced seats, which 
includes their own family, lovers, and friends. One man's 
lover tells how the difficulties being widow" 
are offset the pleasures going the opera and watch- 
ing his lover perform; the singer-partner responds that 
the nights his lover present knows least one person 
watching him. Christine, the hopeful soprano, shown 
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watching video her giving solo performance, fascinat- 
the image the screen which she does not quite iden- 
tify herself. meticulously constructed documentary 
with social conscience, STARS includes the range 
class, race, gender, and sexual orientation the chorus. 
This was done consciously the filmmakers, who used 
dramatizations and extensive interviewing until they 
achieved representation. The issue age not strongly ad- 
dressed, although felt pressure the background. 


Communications and systems theories stress the impor- 
tance the unidentified disturbing element, the carrier 
new information which may, its refusal inability 
assimilated, force change the entire system. STARS 
fades black video screen (I've been writing from 
video copy the film), wonder what its entry into the per- 
ilous world independent documentary will be, for the 
film, for the choristers, and for the directors. Allie Light and 
Irving Saraf, and the somewhat mysterious Chas, 
first husband, opera chorister whose memory the film 
dedicated, are the most shadowy and tantalizing stars 
the film, the artists whose presence indicated but never 
clearly delineated. 


Allie Light send any journal entries she 
wrote about the production the film. one about 
very strong but virtually unrepresented element the film, 
the inspiration which led its making: 


“Yesterday was the last day our sound mix. Sitting 
the theater, watching our movie its first, full-costumed 
performance— all its dialogue, music, effects stereo—our 
beloved subjects full array, their lives frozen drama 
that begins and ends neatly (Daniel: now, al- 
ready began think about how Chas would come 
home from rehearsals when were first married and, late 
night the kitchen, act out the entire opera for me. 
carried 8mm camera stage, under his costume, and 
made movies. remember how taped all the shiny parts 
the camera with black tape there would reflec- 
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Azucena Leonora. The silent 
singers lurching the screen and 
Chas singing all their parts. Now 
I'm the one who makes movies and 
how wish was here the 
singer again. This movie for 
you, Chas. Pieces your movie 
are cut and inserted into ours. 
Salute!” 


1958, young chorister 
Charles Hilder smuggled 8mm 
camera onstage under his costume 
and filmed silent black and white 
performances the stars and 
backstage activities the choris- 
ters. STARS incorporates this foot- 
age testimony the love 
choristers for opera stars, and 
commentary backstage tradi- 
tion. radicals, both Light and 
Saraf believe the importance 
making connections between art 
and people's lives, and this belief 
has been priority the construction STARS. hu- 
mane people, they are deeply interested others, and form 
lasting friendships with their subjects and fellow workers. 
experienced film makers, they know the importance 
reflecting, detached and compassionate manner, the 
self-presentation their subjects. This then allows re- 
flect what see, hear, and feel. each the choris- 
portraits there more than one message being given 
once: primary identity being chorister, which varies 
for each individual, and more secondary identity, even 
particular way, something else, only hinted non- 
verbally. Both identities demand attention and support. Each 
chorister star and and displays some ambiva- 
lence about each role. The complexity that double mes- 
sage carried many different ways the film, which it- 
self reflects some that same ambivalence. 


THE SHADOW THE STARS: THE LIVES 
SINGERS apt title, evoking the shadowy aspects 
culture which the film illuminates and asks reflect 
upon, essential questions for each about the purpose 
our lives, where our passions reside and how express 
them, what place creativity has, and how defined and 
recognized. the singers this film stand for cultural 
chorus, how does their (non)relation the stars reflect upon 
our (non)relationship with our stars, those whose pictures 
look back from magazine covers and talk shows? 
What exactly that dream of, yearn for, when 
dream stardom? What happening our lives right 
now? What is? The film's open, questioning structure, which 
begins shadow, the camera pans over hooded and 
robed silhouettes the chorus the "Patria Oppressa" 
scene from Verdi's Macbeth, holds right through the end, 
which actually the beginning performance never 
see, the entrance actor upon the stage filmed his exit 
from backstage, hopeful and nervous, seeking recognition 
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from another audience. 


All are stars. Some are greater stars and some are 
smaller stars. It's like constellation. .people who fill 
out the heavens like the Milky Way, that's the chorus. 
And they are stars, too. And they're us. Paul, from 
the film 


FROM ALLIE LIGHT’S FILM JOURNAL 


“Cutting the folks going the opera their fancy 
clothes: pulled the shots liked the best and strung 
them together, saying, worry about the 
started with the last footage where Michael had put the cam- 
era the ground. The angle makes the sidewalk look like 
raked stage and the people, hurrying through the carriage 
gate the twilight hour climb and away from the camera 
POV, the long dresses the women—longer and more flar- 
ing looked from below—float out behind. added 
pan animal rights people holding signs, and then more 
shots opera-goers. dropped footage wandering 
opera singer with his sign, get Rome for au- 
dition Sept. The carriage entrance filled with 
people coming from dinner and they were like thick 
swarm. Michael was very bold and literally swam 
through the mass ladies and gents, have our pick 
marvelous shots: woman the top the stairs like 
preening bird and, she strikes pose, man top hat 
with large pipe joins her. very old couple start the 
stairs and she stumbles frame left. beat later stum- 
bles frame right. The camera circles young woman with 
lots hair; old man steps into the shot and says, Tsn't 
she and they walk away. 


“We spend day stringing these shots together. The 
sound all over the place and finally turn off see 
our cuts work. The next day look the 
too long, doesn't work. What was had mind? 


| 


These people are putting their own show—this opera, 
too. The same thing here the stage—another perfor- 
mance. start cutting. Out goes all but one animal rights 
sign. keep, wearing fur Out goes the 
stumbling stair-climbers—too subtle, you'd have look 
the shot least twice notice them. add extreme 
feet with the dress hem the top the frame. This 
goes the head. cut the itinerant tenor third 
what was. add walking shot woman spark- 
dress. She walks, walks, walks, until fiash bulb goes off 
beside her. 


“Today like our segment better. holds. What 
sound should under? Natural sounds—footsteps, street 
singer, shouting protesters? Music? throw ideas. What 
about march? Aida? Wagner? The flight the valkyries— 
these strutting women are certainly one type Wagnerian 
maiden. about Mozart opera where everyone sings 
say. That could either wonderful, just plain 
stupid—ensemble singing behind people greeting one an- 
other, kissing cheeks, etc. But then for any these ideas 
we'd have buy needledown. [fee for using music, deter- 
mined each time the needle the record player touches 
down] what about the music from Macbeth? 
We've used it, but only the second entrance. Their opening 
music little different. 


“Irving says, try something. puts second 
soundtrack the Kem and begins fiddle with it— 
moving back and forth fit the feet CU. Suddenly the 
feet are taking steps that were never intended--not marching 
dancing, but magical walk out the frame. let 
these people play out their dramatic moment, their cultivat- 
gesture Verdi's Macbeth overture. It's all here this 
little hint Lady Macbeth's sleepwalk- 
ing scene, the foreshadowing the rise and fall tyrants 
and the unbelievable Patria Oppressa. 


“Now we're hooked like trolly track. We've 
got the basics, we're not going lose our 
can play. This the fun part editing—the tightening, the 
throwing out all but what hits the gut. We're going 
shape this scene into little jewel. The music rises for the 
feet, the raked street, and dips under the fur sign the 
shouts, are new furs, somebody wore be- 
the music crescendos, the man with the pipe turns 
the pigeon woman and the old couple start for the stairs. 
Macbeth dipped again for the aria lost 
mid-phrase the camera moves the sparkly woman 
whose footsteps disappear the rising overture mimics her 
walk. She never makes the exploding flashbulb—we 
cut her half—because line people suddenly floats 
sideways violins and violas light their person- 
dream. Tears spring into eyes; this the 
tive moment. The music rises, the camera swings the 
girl—the maiden—and the man leers, she the 
kettie drum pushes the music over the edge, she flashes 
look the camera and they sweep out the frame. 


“We play over and over—fanatic about getting 
right. For now this favorite scene. This favorite 
child. 
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NOTES 


THE SHADOW THE STARS distributed Run 
Features, New York. 


Melodrema (from Greek melos, music drama, the original op- 
era) has implications intensity, even exaggeration, often seen pe- 
vulgar popular) tendency, just soap operas 
are often considered vulgar. Opera, music drama, lends itself 
the intensity implied melodrama. Even drama such Shake- 
Macbeth, when opera, becomes melodramat- 
ic. 

STARS supports long-standing U.S. tradition doing honor 
the ordinary person's extraordinary dreams. very well-made 
people with excellent track records. And yet required heroic 
efforts obtain funding make this film. Eventually, funding 
was obtained from the Corporation for Public Broadcasting (CPB), 
the National Endowment for the Arts (NEA), and private donors. 
usual independent film production this country, signifi- 
cant portion the work and technicai services were donated 
friends the industry; Light and Saraf were not able pay them- 
selves for their own work, and they had stop production several 
times work paying jobs the industry, not just support 
themselves but contribute the expenses the film. this 
way, their story filmmakers closely reflects the situation the 
auxiliary choristers the film, people with talent and dedication, 
who love their art, and work other jobs that they can also 
sing. (Most the choristers the San Francisco Opera now work 
there full-time, comparatively recent development.) 

Allie Light directed SELF-HEALTH, which has strongly influ- 
enced feminist documentary work, and she has worked for many 
years filmmaker, writer, feminist activist, teacher, photogra- 
pher, artist. Irving Saraf founded the film unit KQED San 
Francisco, managed the Saul Zaentz Film Company for ten years, 
and has collaborated cameraman and editor with number 
radical documentarians. and Light taught film San Francisco 
State and influenced many younger filmmakers. Together they 
have made series documentaries U.S. folk artists (VISIONS 
PARADISE), and film about Asian-American women poets 
(MITSUYE AND NELLIE). Both have been very supportive 
other filmmakers’ work many different capacities. 

Thinking about the piece, which identified re- 
lationship with Chas, realize that fact also relationship 
with Allie and Irving, not Light and Saraf the filmmakers, but Allie 
and Irving friends, which own motivation for writing this 
review, and which want use imbue the writing with feeling 
something like the feeling find the film STARS. The trust 
the filmmakers which allows the choristers much them- 
selves front the camera, the trust our friendship which led 
the filmmakers show footage many different points 
the filmmaking process, and share their worries, fears, troubles 
ignored critics for fear their writing will dismissed biased. 
instead, making personal bias clear, open the way 
towards greater freedom decision the reader. 
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Gretchen Bisplinghoff 


Our cultural concepts madness are gender based. 
Practicing psychiatric workers well people general 
share basic beliefs what constitutes abnormal behavior 
but their definition varies according gender. Socialization 
differs between the sexes, which turn shapes people's at- 


titudes what deviant. What operates double stan- 


dard—a double bind. Janet Stone notes, 


All this part the dilemma system that women 
face every day. What considered positive, admirable 
conduct man and people general wrong and 
unnatural woman. make matters worse, the stan- 
dards which people are believed, accepted, promoted 
and elected are the standards for men and for 


Research shows that the psychiatric work force consid- 
ers male attributes the norm and female attributes deviant. 
Boys learn the proper attributes the role dur- 
ing socialization while little girls internalize "feminine" 
qualities, including passive docility. study standards 
held psychiatric clinicians revealed that their definition 
normal behavior follows the stereotypical patterns sex- 
ual role playing which the male role operates the nor- 
mal healthy The female role consists in- 
corporating abnormal traits terms mental health; thus 
woman not good mental health she follows the tradi- 
tional female role.2 However, the female attempts 
adopt those male traits—to become assertive, ac- 
tive, confident, behavior then conflicts with her 
proper role and thus also considered abnormal. 


These psychiatric background depends heavily 
the pervasive impact Sigmund work the 
United States. Freud's main contribution the treatment 
mental illness lay foregrounding sexuality basic ele- 
ment personal development. His descriptions became 
prescriptions. his descriptions psychic life un- 
conciously included explicit cultural interpretations about 
the proper behavioral attributes for women. Freud set 
diametrically opposed system which focused the boy's 
acquisition patriarchal rights through the Oedipal strug- 
gle. characterized the girl's development terms ne- 
gation, defining that development relation the boy's 
power (his penis) and thus always describing the female 
what she lacks. couching this interpretation childhood 
development sexual, gender-determined, terms, 
established psychological diagnosis biologically de- 
terminant. recently 1983, Baruch, Barnett and Rivers 


Mothers, madness 
and melodrama 


report that they are "distressed how persistent the ten- 
dency link lives mainly their biology, both 
explanation their lives and prescriptions about how 
they should live."3 


ongoing study the madwoman Hollywood 
melodrama from the 1940's through the 1980's, have found 
consistency the presentation female char- 
illness. Freudian precepts have become widely dif- 
fused popular culture. Here, based masculine health 
ethic, psychological diagnosis supports the working out 
traditional role-playing. cinema, this role-playing requires 
female characters come accept their proper position 
life determined their sexual identity. Any deviation 
from this role results diagnosis abnormality. found 
that films dealing with menially ill women repeatedly focus 
the relation female sexuality. particular, the 
illness relates the process motherhood. the following 
discussion, I'm going look the central importance 
Freudian concepts motherhood these can related 
the image female mental health melodrama. 


The films deal with this issue terms all phases 
the motherhood process. First and foremost, the melodramas 
stress that the woman must choose mother (avoiding 
diversions such career) order avoid mental illness. 
Then she must become pregnant and deliver healthy, nor- 
mal baby. Finally, she must devote herself raising the 
child properly, taking special care that nothing happens 
the child. each stage this scenario, Freu- 
dian theory sends disturbing, sometimes contradictory, mes- 
sages about motherhood. The demands placed screen 
mother set extremely narrow boundaries for her mental 

ealth. Although the message that the female must adhere 
strictly her role mother, she often cannot avoid the pit- 
falls and her sanity. 


Following this ideology, woman's ability bear chil- 
dren dictates that she must have children order fulfill 
her destiny. woman's correct role fol- 
lows function. She can reproduce. Therefore, she should. 
She should focus her energies toward this proof 
and embodiment her womanhood. The mother Freu- 
dian, patriarchal ideology sacrifices her self, her in- 
dividuality, nurture others. She must display "maternal 
rather than intelligence, selflessness rather than the 
creation self."4 The central elements her femininity are 
defined "constitutional passivity, masochism, and nar- 
Reactioning against these pre-determined ele- 
ments motherhood seemingly abnormal for the female 
psyche. 


MARNIE 


Furthermore, according this kind psychology, the 
functioning woman's brain depends upon the 
.condition the uterus. Any bodily change sexual na- 
ture, such pregnancy, destabilizes the mind. The normal 
female bodily cycle seen dysfunctional. woman's 
mind remains continually risk throughout her life de- 
pends for its well-being the dictates "diseased" sys- 
tem. Thus, the psychological disorders women even ap- 
pear within "proper" social manifestations sexual roles. 
Ann Jones documents: 


any case, whenever there was frustration ‘all those 
instinctive yearnings for...husband and children; all the 
outgoing longing for all that implied home, the 
care it, and all connected with it,' there the gy- 
necologist (another new scientist) was bound find 
‘nervous, Capricious, irritable, and hysterical’ woman 
suffering from uterine derangement one kind an- 
fession diverted blood their brains the mental hy- 
peractivity that characterized the insane; menstruation 
ceased and disease resulted. And any woman who tried 
avoid motherhood, woman's 
was sure end 


Hollywood films adapted Freudian precepts approach 
the subject mental illness. Popular culture's Freudianism 
represents simplified version psychoanalysis, but one 
which reproduces many Freud's major positions, in- 
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cluding much the Particularly relationship 
motherhood, Ann Kaplan points out, “film per- 
haps more guilty than other art forms literalizing and re- 
ducing Freudian motherhood theory.”8 Interpretation 
dreams, the psychiatric couch, reliving and exorcising the 
childhood trauma, etc., became central representations 
the psychiatric world early melodramas? such SNAKE 
PIT, SPELLBOUND, and THREE FACES EVE. This 
depiction continues such mainstream representations 
MARNIE, I'M DANCING FAST CAN, FRANC- 
ES, and FATAL ATTRACTION. (The madness Alex 
Forest directly relates her sexual identity—her aggressive 
sexuality results unwanted pregnancy.) Even when there 
appears surface changes (the female psychiatrist 
NEVER PROMISED YOU ROSE GARDEN longer 
makes overt Freudian pronouncements about her patient's 
condition), the underlying message concerning the main 
gender-based mental identity has not altered. 


their discussion the madwomen films the 40s 
through 60s, Marsha Kinder and Beverle Houston point out 
that "madness frequently linked motherhood, the ex- 
perience which supposedly makes breaks 
After the birth her child TENDER THE NIGHT, Ni- 
cole says, "It shows I'm normal, doesn't it?" Often when par- 
ticular reasons for the female's madness are not specifically 
given, IMAGES, characters allude "deficiencies" 
the area motherhood. These include "past regretted abor- 
tion, sorrow over the inability have Films ex- 
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ploring the theme possible hereditary insanity often focus 
the woman who rejects "normal" life having children 
within marriage because the possible consequences her 
future offspring. Unfortunateiy, this loss also strikes her 
mind. KING'S ROW, she sacrifices herself for her future 
children's sake. 


However, previously mentioned, the Freudian defini- 
tion motherhood demands self-negation. Thus, women's 
self-sacrifice appears the norm Hollywood melodrama. 
Also, these films ennoble the mother's personal sacrifices. 
the name motherly love she gives her own needs, such 
career. the name motherhood she will even give 
her child “for its own Stella Dallas, who stands 
the rain outside the house which her beloved daughter 
marrying the "right" man, embodies this quintessential 
mother. Her face pressed against fence, she watches un- 
til policeman comes move along the lower class ele- 
ment. She chooses give her child better life giving 
the daughter up, mother's ultimate sacrifice (still current 
message, given Bette remake STELLA DAL- 
LAS). Within the context film mothers' "normal" extreme 
sacrifice, define excess leading madness seems con- 
tradictory. How much too much within the 
mother role? This problem balance recurs again and 
again. 


The first stage the process, pregnancy, presented 
film time, which subjects women's minds 
the uncontrollable influence bodily changes. Symptoms 
emotional instability, often consisting unexpected 
weakness and wide mood swings, indicate the "normal ill- 
ness" film pregnancy. The female condi- 
constitutes familiar figure films. Often the first in- 
dication which husband learns his wife's coming 
event" otherwise healthy woman's unexpected 
fainting spell. Another common signal appears normally 
placid, content sudden, strangely emotional outburst. 
Susannah's pregnancy RAINTREE COUNTY por- 
trayed the catalyst that triggers her mental collapse. Preg- 
nancy brings her nightmares and paranoid attacks her 
husband. She begins condemning her own worthlessness 
hysterical outbursts: 


Then you punish me, Johnny. on, beat me, hurt me! 
You're too good for me, Johnny. 


Films thoroughly document the consequences in- 
fertility for female character. Pressures woman ful- 
fill her natural duty can result "hysterical" pregnancy, 
exclusively female symptom otherwise hidden mental 
disease. FREUD, lecturing psychoanalyst points out 


Hysteria comes from the Greek word for womb. this 
day doctors believe exists only women, they ad- 
mit exists all. 


this film, his practice Freud confronts case 
hysterical paralysis and blindness. later feels has com- 
pletely cured the patient the use hypnosis, which 
caused the woman relive part her childhood trauma. 
reports his colleague that Cecily cured; she moves 
freely and gracefully young deer." She manifests the 
first sign deeper, more profound psychic disturbance 


her enactment hysterical pregnancy and childbirth 
scene. She first appears knitting "booties"; she later goes 
into However, according Freud, "she isn't preg- 
nant, nor could she be." later interprets these actions 
representative her relationship with the two male author- 
ity figures her father and Freud—those men that she un- 
consciously wishes have children with. 


The need for children causes Myra Savage SEANCE 
WET AFTERNOON deny the loss her 
son. She gradually loses touch with reality keeping him 
alive her mind. She has which keeps her touch 
with him. She reports that wishes propel her actions. 
She tells her husband Billy, who tries help her live with 
the loss, that Arthur wants recognition for her one who 
possesses gift. order for the world recognize 
her professional abilities legitimate medium, she and 
Billy (with Arthur's guidance) devise elaborate kid- 
napping scheme. She calls "our beautiful, perfect 
plan...Remember when conceived it?" She refers their 
rowing" child. Throughout she refers Arthur's close- 
ness, his continuing presence, his maturing through the 
years: "Remember what Arthur was like that age..." 
Though Billy reluctantly goes along with the actual execu- 
tion her plan because her desperation, tries make 
her face the reality Arthur's death and their criminal ac- 
tions. 


However, her mind refuses accept the finality her 
loss; has been too great blow. Billy finally leaves the lit- 
tle girl where the police will find her. The police then arrive 
question the couple. They ask for help un- 
covering more "information" the case. she enters her 
trance, the world which she mother, she slips com- 
pletely back the moment her She sits la- 
menting: "They won't let see him. All that waiting, 
that time and nothing hold." Then gradually she calms, 
making small shape cloth, wrapping the end 
her shawl and gently rocking her arms. Creating the im- 
age the baby she never held, she whispers, “Wait for 
precious, hush, hush..." that crucial moment destroyed 
promise and fulfillment that determines the present, Myra 
loses son, and consequently her mental balance, appar- 
ently forever. 


The inability produce children also ends 
tragedy for the mind Marina Greg, former actress, 
THE MIRROR She suffers two mental break- 
downs the result "disastrous" childbirth. When she 
finds that she can't have children, she and her husband adopt 
two. These, however, are not her "natural" children; thus, 
they never appear the film. When she gives birth de- 
formed, retarded child (an "idiot" according her 
she suffers mental breakdown. 


the film's opening she attempting comeback, ap- 
parently after the passage some years. the festive gath- 
ering the location where her new film shot, she 
introducing her company each other and the locals 
when her mind suffers its second shock. She stops and stares 
fixedly depiction Mother and Child, cultural 
icon embodying the idealized mother-child relationship. 


she gazes, fan reveals that she had 
unknowingly caused the tragic birth; 
she was such loyal fan that years be- 
fore she left her sickbed (with German 
measles) meet the actress. 
memory the birth, followed the 
revelation the stupid, senseless, act 
that caused its tragic outcome, prove 
too much for her mind bear. Her sui- 
cide soon follows. The mirror that 
cracks represents the image wom- 
whose mental well being depends 
the birth child. 


the narrative line, men- 
tal collapses first destroy her original 
career and then any possibility 
comeback. The film focuses her 
failed role mother, with its resulting 
consequences for her mind. Her career 
becomes invisible work just when 
she just starting prepare for the fu- 
ture project. Pregnancy and career 
cannot co-exist. 
maternity which ends madness re- 
sults directly from her career involvement with the public. 
Her availability public figure exposes her assault. 
pursuing career, she loses everything. Thus those who 
choose career, who choose postpone, not have chil- 
dren, court madness. 


Buddy THE BELL JAR wants give Esther nice 
life" with "lots kids" 


Esther: like kids, yes, but thought might writ- 
er. 


Buddy: You can write, you can write when the kids are 
bed. I'll even help you wash the dishes. That's 
promise. 


Esther decides pursue her dream. college, she wins 
poetry award, then goes New York scholarship 
lend elevation" woman's magazine. the 
magazine, however, the editors humiliate her for her aspira- 
tions. They coerce her into producing reports and fiction for 
mass consumption. For the remainder the film she fights 
insanity, while expressing the belief that she 
poet someday. THE MIRROR Esther's 
work her career poet doesn't exist the film itself 
(except for very few lines voice-over). She asserts that, 
unlike other women who are the place the arrow (man) 
shoots from, she "going the But the clos- 
ing line the film, she acknowledges the failure her 
choice: "If the arrow, cannot fly through 


Also the central element Norma Desmond's madness 
SUNSET BOULEVARD her fixation her carecr 
the exclusion family. Joe Gillis, the voice-over nar- 
rator the film, points out: "She's crazy when came 
that subject [of her career]." Her ambition excludes the 
mal" role devotion family life with one man. This self- 
absorption results eventually total insanity. Her three 
marriages all failed; dead chimpanzee represents her only 
central, haunting image the film, the burial 
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SUMMER 


the dead chimp- "seems summarize the sterile state 
world which floats adrift from the normalcy society 
normally governed the institution marriage, and the re- 
lations family The film stresses the emptiness 
life without those relationships that give woman's 
life stability. When Joe removes the last vestige her hope 
for comeback cruelly revealing the truth about other 
people's expressions interest her career, her mind dis- 
integrates into mad delusions. Such career/childbearing di- 
chotomy which results madness continues more recent 


However, also risk with those women who suffer 
mental breakdowns because they not produce progeny 
are those who lose their minds because they don't any- 
thing else. They indulge the process excess. The moth- 
overproductive sexual organs, her "uncontrolled fertil- 
these women have lives outside family relationships, 
their only actively outlet appears 
bearing: "All (they) want sit corner and give 
birth” (PUMPKIN EATER). 


Although Mrs. six children PUMPKIN 
EATER threaten her relationship with her present husband 
Jake (he's "tired living nursery"), she becomes preg- 
nant again. "slaves his guts for this kids.” 
this process becomes successful screenwriter. She 
home—cooking, sewing and caring for the chil- 
dren. However, she "getting worse all the time." She final- 
breaks down while shopping Jake arranges 
for psychiatrist for her before going location. 
Jake prepares leave this very difficult time, final- 
says that has because, "It's life." She replies 
mine?" The mental stress constant childbearing 
proves too great. However, motherhood itself still validat- 
ed, because she returns her role the family the film's 
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end after submitting abortion, sterilization and psycho- 
therapy. 


After the birth child, films focus the mother- 
child bond and stress the necessity for the woman 
completely absorbed rearing her child. However, dangers 
are also clear for such immersion, especially for "am- 
working from instinct and intuition. Presentations 
mothers who regress totally into the mother-child re- 
lationship illustrate the very fine line between (and contra- 
dictory messages about) the commitment presumably re- 
quired raise normal, healthy children, and absorption that 
depicted dangerous. The woman who devotes herself 
this interaction can defined abnormal she relics upon 
her children for self-definition (as PUMPKIN EATER, 
WOMAN UNDER THE INFLUENCE, RAINTREE 
COUNTY and others). This seeming paradox directly re- 
flects the psychoanalytic view, which exalts childbirth the 
final proof feminine maturity. However, also es- 
tablishes the foundation mother love regression: lack 
identity. Only the mother's erasure her mature self can 
establish the mother-child bond—she regresses natural- 
intuitive, childlike state herself. 


The explanation for this paradox, according the psy- 
was that only through regression could 
woman overcome her girlhood penis envy. The re- 
gression allowed her unconsciously accept the baby 
the symbolic penis, compensating her for 
her own long-resented Conciliated last, 
the woman able accept her femininity and submit 
without envy her husband's love. 


The woman thus encouraged exist the same lev- 
dependency her children. According the psycho- 
analysts she can expected regress psychological 
replay her own infancy the experience moth- 
and will thus respond readily the obedient 
child the authority figures her life. 


The repeated use doll part the visual imagery 
the madwoman codes her within her role mother her 
most regressive. The repeated choice the doll image 
(SNAKE PIT; RAINTREE COUNTY; FREUD; WHAT- 
EVER HAPPENED BABY JANE?; SUDDENLY, 
LAST SUMMER; SISTERS; SAFE PLACE; FRANCES; 
etc.) automatically operates place the woman within the 
female role her most regressive—in both childhood and 
motherhood. The representation illness 
RAINTREE COUNTY directly relates her collection 
dolls. The most pivotal her mental health partially 
burned doll directly linked her childhood trauma. the 
stresses pregnancy, she immediately begins sleepwalk, 
searching for her lost doll. After the birth her son she 
continues regress the time her childhood trauma. 
She begins reacting with paranoia everyday occurrences. 
She finally tells her son that she's going “to something 
for Daddy." Gathering her doll, she takes with her into 
the swamps, where her drowned body found the next day. 
Her regression leads finally back complete erasure self. 


Mabel WOMAN UNDER THE INFLUENCE has 
only one refuge from the chaos her life—her children. 


She and Nick battle constantly over standards behavior 
their home. However, his orders have the societal weight 
his position head the family. uses physical force 
enforce them. She resists primarily through identifying with 
her children. "She finds herself them, even saying 
only thing I've ever done whole life make you 
She begins adopting their "childlike" spontaneity 
social interactions. She finally defines herself through 
them within their play. 


one point WOMAN UNDER THE INFLUENCE 
Mabel allows young children, including her own, run 
around without clothing the spontaneity play party. 
The film's authority figures interpret her identification with 
the children concrete evidence Mabel's insanity. Un- 
like outbursts, eccentric behavior defined 
crazy and she punished accordingly."18 Nick repre- 
sents the male-dominated authority figures who determine 
the boundaries sanity within the power structure the 
patriarchal culture. 


This relationship with her child defines the mother fig- 
ure. Thus, she must constantly guard that nothing happens 
the child. The greatest blow her identity loss 
child. The direct cause the breakdown which leads the 
institutionalization the main character THE CARE- 
TAKERS, Lorna Melford, the death her child. 
THREE FACES EVE, four months after Eve lost 
baby, her husband takes her see psychiatrist for head- 
aches and amnesia, mental problems maternal 
guilt and instability apparently triggered the loss. Obvi- 
ously, any direct attempt mother harm her own child 
offers the most immediate, decisive proof insanity. 
THE THREE FACES EVE, the problems the "sweet, 
rather baffled young Eve White, are perplexing 
the psychiatrist, but does not suspect serious illness 
until she attacks her child Bonnie. 


After several weeks therapy, Eve White had seemed 
better, had fewer headaches and “no spells that she knew of" 
(according Alistair Cooke, who introduced this "classic" 
case). However, the "alarm" about the true nature her 
condition sounds year later. Her husband confronts her 
with bills for purchases which she has memory, threat- 
ens slap her face for and leaves the room pack 
the clothing items for return. Bonnie's scream brings him 
running back the living room, where throws Eve the 
floor stop her from strangling the child. After checks 
Bonnie, stands over his wife, telling her stay down 
the floor: "I'll kill you, you get She slowly turns her 
face the floor, lowering herself back down onto her arms. 
The scene then fades into immediate consultation with 
the psychiatrist. Here Eve Black, the true perpetrator the 
violence, first appears. 


"Psychoanalytic theory identified two broad categories 
bad mothers—the rejecting mother and the over- 
protective mother, mirror images and equally malevolent"— 
terms their effect both mother and child.19 These 
categories and effects appear onscreen. THE THREE 
FACES EVE, the housewife's two opposing per- 
sonalities literally embody dichotomy female sexuality 
within one character. They also represent the poles abu- 
sive and over-involved motherhood. The "trouble-making" 


Eve Black visually coded within 
her sexually aggressive role (as 
Norma Desmond SUNSET 
BOULEVARD and Alex Forest 
FATAL ATTRACTION). 


Julia Lesage, her article, 
and RULES THE 
describes how culturaliy coded ele- 
ments and details character's 
existence tend unnoticed 
part the film portrayal 
character. However, they de- 
lineate the boundaries our un- 
derstanding this be- 
havior. she points out: 


film theater, directors 
carefully control costuming 
person appropriate for cer- 
tain role. Both film and theater 
depend fashion 
the semic code 


Eve stereotype the 
"loose" woman (and the common 
stereotype the "nymphomaniac" 
madwoman) explicitly coded. The presentation various 
states revealing dress are culturally interpreted mir- 
roring sexual attitudes. These form the basic ele- 
ments for defining her mental stability. 


Eve Black's lowcut red dress (she wants the doctor 
have her red dress when she dies because he's the only one 
who knows what meant her) functions direct contrast 
Eve White's plain, fully covering shirtwaists, blouses and 
skirts. course, standards, including industry censorship, 
concerning dress have changed great deal since 1957. 
However, films such DARK MIRROR, IMAGES, SIS- 
TERS THREE FACES EVE use direct opposition 
character portrayals guide interpretation the mad- 
woman's appearance and behavior. addition, authority 
response the character throughout the films shape 
this interpretation. Eve Black's behavior toward Bonnie first 
indicates the seriousness her mental condition. Then dur- 
ing one visit the doctor she puts one foot the edge 
his desk, tilting her chair back she literally lets her hair 
down. She invites him forget his wife for one night 
dancing with her. She then proceeds the radio 
demonstrate various seductive maneuvers with her hips de- 
signed entice him into "sneaking out" back door with 


her. This self-indulgent, overtly sexual behavior immedi- 
ately results institutionalization. 


However, neither these personalities are deemed 
qualified the authority figures continue the role 
mother. Eve White loves her child die before I'd hurt 
the exclusion her own needs. She makes key 
decisions about her life based solely upon their effects 
Bonnie. She refuses return home during treatment for fear 
harming Bonnie. Her husband then leaves her. She says 
she's not for anything"; her death will better for Bon- 
nie. The doctor diagnoses Eve White little 
who such personality that she's not 
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fill the role mother. Eve Black not 
either; she's "rollicking and irresponsible playgirl." She 
openly flaunts her sexuality without regard procreation. 
She refuses acknowledge her family responsibilities. She 
denies that Ralph her husband. More importantly, she re- 
jects Bonnie her daughter while I'm right 
mind she's not"). Eve can only cured and reunited with 
her daughter when these personalities die and the 
third, "pleasant young” Jane, finds the "right" man marry. 


The mentally ill screen mother's condition threatens her 
children. The responsibility for lives 
falls primarily the feet the mother. When the bad moth- 
neglects her child, both the neglected child, particularly 
the vulnerable female, and the mother may fall prey mad- 
ness. Kinder and Houston point out, 


When the madwoman killer, her evil nature clear- 
associated with her sex. is...traced the mother- 
child relationship (as THE BAD SEED, STRAIGHT 
JACKET, and WHAT'S THE MATTER WITH HEL- 
EN); where the mother responsible for tainting de- 
stroying her perverted child..."21 


BERSERK, the daughter Monica Rivers, owner 
travelling circus, becomes maniac killer because her 
mother continually neglected her daughter for circus work, 
her career. Thus, women who try pursue career while 
raising child endanger their children. films such 
SNAKE PIT, FREUD and the neglectful mother 
(because career, remarriage, other pregnancies, illness, 
etc.) routinely appears one the things responsible for 
the condition. 


However, again, madness associated with the image 
the neglectful mother equalled the havoc wrought 
the mother (SUDDENLY, LAST SUM- 
MER; WOMAN UNDER THE INFLUENCE; NOW VOY- 
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AGER). This character immerses herself deeply 
the mother-child relationship exclude social re- 
ality, defining herself entirely within that regressive 
relationship. Surrounded her Venus flytraps, de- 
vouring organism aptly named for the goddess 
love," Violet Venable SUDDENLY, LAST SUM- 
MER obsessed with preserving the mem- 
ory her son's life. Violet and her son were in- 
separable. She recalls that they were "famous 
couple"; she was only one who could satisfy 
She refuses accept the truth her son's sex- 
ual orientation and appetites. 


order erase the truth forever, she must si- 
lence her niece, Kathryn, whose destiny she controls 
Kathryn were her child. Kathryn witnessed Se- 
death and the trauma caused temporary am- 
nesia. Mrs. Venable has had her institutionalized 
asylum since that terrible day. She now pre- 
paring bribe the hospital personnel and Kathryn's 
family into authorizing lobotomy. Her plan ul- 
timately fails when the doctor takes interest 
Kathryn's case. Through hypnosis Kathryn recalls the 
way which Sebastian used her beautiful 
lure the boys coveted, had used the young 
Violet. However, this ended with his death their 
hands. 


These revelations become more than Violet's 
mind can stand. The mother who attempted all 
things her son becomes mad his former wife becomes 
cured. The mother mentally joins the son again, the exclu- 
sion the rest the world. Violet addresses the doctor 
Sebastian: "Oh, are lucky, Sebastian, need one 
else. have one another—just the two us." 


Medical and legal authorities have long pointed out 
how difficult define insanity. However, descriptions 
the parameters mental health the basis gender 
pervade the culture. One source lies Hollywood melo- 
drama from the 40s the 80s which stresses the central im- 
portance motherhood (an increasingly stressful role to- 
day's society) while simultaneously establishing that within 
its contradictions lies madness. 
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LOVE STORY. 

ALSO: Latin American Film, German Film Women and 
PURPLE RAIN, RETURN THE JEDI, TERMS EN- 
DEARMENT, INDIANA JONES. $3.00 


NO. 35: Sexual Representation: Gertrude Koch 
porn,sexual politics AND HESS, Cuba's 
VOYAGE DOUCE and ENTRE 
NOUS. 

ALSO: women musicals, the IBM Chaplin ads, labor's 
stake the electronic revoution, Fassbinder and 
aesthetics, THE LAST TEMPTATION CHRIST. 
STRIKE and the fiims Patrica Gru- 
ben $4.00 


NOW TIME ORDER 


IONS ADD $1. 


[$14 and $16 abroad, $20/$22] 


WANT ORDER THE FOLLOWING ISSUES: 
$2.00 each (Abroad: $2.50) 

NAME 

ADDRESS 

CITY STATE ZIP 


SEND U.S. FUNDS TO: JUMP P.O. Box 865, Berkeley, CA, 94701 


Emergences 


Volume 


Elias Khoury: Writing the Present 
Slavoj Zizek: The King Thing 
Renata Salecl: Towards A New Socialist Moral Majority 
Samia Mehrez: The Poetics of A Tatooed Memory 
Kaveh Safa: Othello in the Islamic Republic 


Cinema Novo and Beyond: An Interview with Nelson Pereira dos Santos 


Poetry and Fiction by Haripriya Rangan, Amitava Kumar, 
lan Saw, R.L. Rutsky, and Yiannis Patilis. 


Subscription Information 


Single Yearly (Two Issues} 
Individual $6.00 $10.00 
Foreign $10.00 $16.00 
Institutional $12.00 $20.00 
Emergences 


Dept. Film/Television University California, Los Angeles 
1306 MacGowan Hall 405 Hilgard Avenue Los Angeles, 90024 


The only intemational 
apitalism theoretical and political jouma! 
ature of socialist ecology - 
including 
ocialism ecological 
of Sociottet 
and feminism 


ISSUE NUMBER FIVE OCTOBER 1990 


Introduction Technology and Ecology 

Feenberg Critical Theory Technology 

India 

Gupta Farmer Under Stress india 

Marotto Subtexts Solar Energy 

Levins Agriculture Cuba 

Pederson Indigenous and Ecology 

Plus Reviews Discussions 


Please make check payable (in U.S. dollars) 
(o: Guilford Publications 


U.S. Subscriptions (3 issues) 

___$15 individuals 

345 institutions / libraries 

____ Begin my subscription with the current issue 
____ Begin my subscription with Vol 2, No. 1, 1991 
Single issues: 


Mail payment to: 
Capitalism, Nature, Socialism 
Guilford Publications 


Attn: Joumais Department CNS \ssue No. 3 (individuals $10 / institutions $15) 
72 Spring Street CNS Issue No. 4 (individuals $10 / institutions $15) 
New York, NY 10012 CNS Issue No. 5 (individuals $10 / institutions $15) 
Name: 

Address: 

City, Stats, Zip: 

Issues requested: #3 Total $ Enclosed: 


Note: For foreign rates and for ordering multiple copies, contact Guilford Publications. 


Subscriptions: issues for 
£20/US$30 individual, £35/US$65 
institutional; single copy £5.95/$8 


FREE ASSOCIATION BOOKS 
Freegrove Road, London 9RQ 
Credit cards (24 hours) 071-609 5646 
North America: Guilford, Spring St, 
NY, 10012, tel (212) 431 9800 


HECATE 


journal addressing topics 
the college literature classroom from 
Plato poststructuralism. 


Recent and forthcoming special issues: 

The Politics Teaching Literature (June/October 1990) 
Literary Theory the Classroom (June 1991) 

Teaching Minority Literatures (October 1991) 

Special section Cultural Studies (February 1992) 
Teaching Commonwealth Postcolonial Literatures 
(June 1992) 

The Waste Land and Ulysses (October 1992) 


Recent contributors include Houston Baker, 
Patrick Brantlinger, Robert Con Davis, Elizabeth 
Flynn, Barbara Foley, Henry Giroux, Adele King, 
Cary Nelson, Hershel Parker, Michael Payne, Paul 
Smith, Zavarzadeh and Donald Morton 


Subscnption prices: individuals $1S/year. $27/2 years 

insttutons $18'yea, $33'2 years 
Outside US. and Canaria, adc $5/year surtace or $10’year air mail 
West Chester, USA 215-436-2901. Paymentin 
funds 


interdisciplinary 
journal women’s liberation 
latest issue volume number 


Marjorie Bamard and Flora Eldershaw; Semiotics 
Book Reviewing; Caribbean Fiction; Category Politics; 
Popular Culture; Olive Schreiner 


New Writing Supplement: Black and White Issues 
Subscriptions: A$15 (individual) A$40 (institution) 


HECATE Lucia Queensland 4067 Australia 


(1991) GENES 'N’ 
GREENS includes: 


Alternative agriculture and the 
new biotechnologies 
Kloppenburg) 


Green meanings: what might 
‘sustainable agriculture’ 
sustain? (Christopher 
Hamlin) 


Cleaning the farm 
(Les Levidow) 


Sustainable agriculture for 
what? Allen and Sachs) 


Biodiversity and food security 
(Alistair Smith) 


Surviving development 
(Sarah Franklin) 


plus 


women’s newsjournal 


CELEBRATING 
YEARS with OOB 


20 
ageint 


off our backs, women's news 
journal, just celebrated its 20th 
birthday. hope you'll join for 
our third decade news, reviews, 
commentaries the best feminist 
journalism! 


subscribe today 

issues year: $17 

Canada, Mexico: US$18 

Overseas, all airmail: US$25, 
Trial sub: issues for 

NAME 

ADDRESS 

CITY 

STATE ZIP. 

oob, 2423 18th St, Wash.DC, 20009 


iron 
{ 
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we YEARS | YEARS | 
HEALTHCARE “AGAINST ECONOMIC | 
REPRODUCTIVE 
| wcRTs VIOLENCE | 


FULL METAL JACKET - MIAMI VICE & LA. LAW- THIRD WORLD FILM - HOOSIERS 
COLOR PURPLE DEBATE - MATEWAN - AIDS AND SAFER-SEX GUIDELINES 


JUMP CUT 


REVIEW CONTEMPORARY MEDIA 4.50 


MIAMI VICE 


SEXUAL REPRESENTATION - WOMEN IN MUSICALS - MARTA MESZAROS 
DOWN AND OUT IN BEVERLEY HILLS - INDEPENDENTS - FASSBINDER 


$4.00 


(ABROAD 
REVIEW CONTEMPORARY MEDIA US$ 4.50) 


HOW 
MUSIC VIDEO 


ONE 
TIME 
SPECIAL 
OFFER 


Get these first 
four magazine 
format JUMP 
CUTs for only 
$12 [Abroad 
$16] sav- 
ings). 
ends Sept 30, 
1992 


ROBOCOP - DIE HARD - MAX HEADROOM+ NEW SOVIET YOUTH CINEMA 
FILMS ON FAMILY VIOLENCE - CHINA - APPALSHOP - HOLACAUST FILMS 
$4.00 


REVIEW CONTEMPORARY MEDIA US$ 4.50) 


No. 


DYSTOPIC VISIONS FILM AND 


HEATHERS » HOUSE OF GAMES - SPECIAL SECTION ON AFRICAN AND 


BLACK DIASPORA MEDIA LOW BUDGET FEATURES GAY DOCUMENTARIES 


(ABROAD 
REVIEW CONTEMPORARY MEDIA US$ 4.50) 


Gulf war media 


| 
— 


